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Application of Literary Theory with Reference to Psychoanalysis to 
the Plays of George Bernard Shaw 
An ADstraci 
Literary theory in the modern literary scenario is an all pervasive influence. 
The happenings in this field of study have been versatile enough to keep the spirit 
going on with continued multifarious contributions. We are very familiar with trends, 
which show that the literary theory is part and parcel of the creation of new texts. This 
means that to probe trie explication of the theory in hew text may not be a challenging 
task. Literary theory creates an awareness of the variety and changing perspectiv?s of 
interpretation, thereby creating a change in interpretative practices in the literary 
studies altogether. 
We have famous critics of Shaw like Heskeih Pearson, Joseph MacCabe, 
Stenlay Weintraub, C.B. Purdom, HC Duffin and G.K. Chesterton to whom the 
scholars of Shavian literature are obliged for their valuable contributions to Shavian 
criticism. Nevertheless, even in the critiques of most of these critics we find that the 
approaches have been limited only to the well-defined ideological system dictated by 
Shaw himself. This is perhaps because Shaw has dominated each and every work 
related to him. The approach of the critics has been profound only up to the extent 
where Shavian forte has not been pirated. Then the enigma remains unsolved about 
the real George Bernard Shaw. The approaches towards the study of Shavian 
literature have been basically confined to the ideology of Shaw. This study will 
attempt to prove that there is a full scope for a scholar who wants to come out of this 
influence; i.e. to say, Shavian literature needs to be looked at in a new light. The 
literary theory as already said can provide us with revitalized study in this connection. 
The proposed research considers it logical to dwell on George Bernard Shaw while 
conducting a study of the literary theory as a critical tool. This thesis takes up 
Freudian Psychoanalysis as a literary theory that focuses George Bernard Shaw 
To achieve the above mentioned analysis the research is arranged in the 
following manner: 
First chapter deals with the Literary Theory in general and Psychoanalysis in 
particular vis-a-vis its background, major contributors and major theories. The study 
here leads to a detailed discussion of psychoanalysis highlighting its advent, basic 
concepts of Freudian psychoanalysis and Freudian psychoanalytic criticism. 
In chapter two continuing from the chapter one, a detailed account of all other 
Psychoanalytic criticisms is taken up. This account deals with the Lacanian 
Psychoanalytic criticism and Post-Structural psychoanalytic criticism with insights to 
major critiques in these categories. 
Chapter three analyzes in detail the component of Psychoanalytic criticism in 
light of modern drama in general and Shaw in particular. The chapter firstly takes up 
some modern European plays that have been associated by having it as a part of their 
thematic framework. After this a detailed analysis of Shaw's involvement with 
Psychoanalysis is taken up where the focus is on the fact that how one great thinker 
and playwright had his encounter with equally great philosopher and psychologist of 
his time. This analysis is based on a survey of various works of Shaw. 
Chapter four presents Psychoanalytical analysis of Man and Superman. This 
analytical study is done through the application of basic Freudian principles of 
Psychoanalysis. 
Chapter five deals with a psychoanalytical analysis of Candida. Here also the 
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basic Freudian principles of Psychoanalysis are taken up. 
Chapter six provides the conclusions reached upon after the preceding 
chapters. 
The methodology that has been taken in the present thesis is based on 
analytical modes. The sequence of steps in the wake of research has been like: 
(i) Literature Survey 
(ii) Preparation of Argument 
(iii) Analysis of the Plays 
Chapter division is as follows: 
1. Psychoanalysis: A Literary Theory 
2. Psychoanalytic Literary Criticism 
3. Shaw and Psychoanalysis 
4. Application of Psychoanalytic Theory to Man and Superman. 
5 Application of Psychoanalytic Theory to Candida. 
6. Conclusion 
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Preface 
This thesis is a humble endeavor to unravel the mysteries of some of the 
enigmas of Shavian literature through the application of modern analytical techniques 
provided by the psychoanalytical literary theories. 
The thesis is based on the analysis of the two plays of Shaw: Man and 
Superman and Candida. There is an elaborate account of various psychoanalytical 
literary theories whereby including Classical Freudian criticism, post-Freudian 
criticism (Structural Psychoanalytical criticism and Post Structural psychoanalytical 
criticism). Besides, the thesis also incorporates psychoanalytical insights to Shaw; the 
insights sought through this analysis are very significant in the light of the fact that it 
is very difficult to separate the psychological complexities of a writer/playwright's 
mind from the intricacies of his texts. Therefore while analyzing the two plays; the 
psychoanalytical insights to Shaw have been very instrumental. 
The thesis is aimed at reaching out the conclusions based on these analySes: 
Literary Theory is an enriching source that surely provides innumerable analytical 
modes and techniques to take up new aspects of studies in the classical texts thereby 
creating fresh outlook in literature; Shaw's texts need to be taken up in light of this 
fresh outlook as Shavian texts have only been critiqued through conventional modes 
and that too by the critics on whom Shaw himself remained a domineering influence. 
This is therefore one way of taking up the new approaches to the study of Shaw's 
plays. 
Lastly, it is important to realize that the thesis is not an all conclusive one as 
this study is just one step in the direction of this type of research. Therefore it is hoped 
that this small effort will remain an open ended endeavor in order to provide opinions 
for some more such analyzes in future. 
Introduction 
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INTRODUCTION 
Literary Theory in the modern literary scenario is an all pervasive influence. 
The happenings in this field of study have been versatile enough to keep the spirit 
going on with continued multifarious contributions. Literary Theory has raised the 
deeper issues in recent years and has provided us with chances to engage ourselves 
with texts through new ways of seeing literature. Wolfgang Iser says: 
Theory became a necessity at a critical juncture in literary studies, and 
as there is no simple explanation for this development we must look to 
history for possible reasons. Obviously time-honored approaches to art 
were no longer capable of dealing with modernity, and it is no 
exaggeration to maintain that the rise of theory marks a shift in the 
history of criticism equal to the replacement of Aristotelian poetics by 
philosophical aesthetics at the threshold of the nineteenth century. (1) 
The trends in the Literary Theory are not just vague movements but they are 
methodological studies. Theory like every literary genre has seen its developments in 
the wake of the illustrative experiments and explications. Thus to say that Literary 
Theory is not just a theoretical study any more will not be incorrect. With ideas based 
on explication and interpretations, the canvas of Literary Theory has been enhanced. 
Since Literary Theory helps us to evaluate further we can explore new dimensions in 
the older texts. The texts, which are the product of contemporary era, are very 
unlikely to get away from the influence of the theory. We are very familiar with 
trends, which show that the Literary Theory is part and parcel of the creation of new 
texts. This means that to probe the explication of the theory in new text may not be a 
challenging task. However, if we see older texts in light of the theory then the chances 
are bright for the viability of the desired illustrations, application or interpretation. 
This idea can be mooted rightly by the example of Shakespearean criticism that is 
deluged with each and every kind of theoretical as well as critical illustration. Thus 
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Literary Theory creates an awareness of the variety and changing perspectives of 
interpretation, thereby creating a change in interpretative practices in the literary 
studies altogether. 
George Bernard Shaw has been a persistent source of critiques from very 
many critics throughout his life and thereafter. In fact Shaw has been one of those 
playwrights who have been thoroughly torn apart by criticism on his literary capacity 
from positive to negative extreme. We have a whole range of critiques on Shavian 
philosophy, criticism and plays. Despite this fact there seems to be a tinge of 
uniformity or rather monotony in critical approaches to Shaw. We have famous critics 
of Shaw like Hesketh Pearson, Joseph MacCabe, Stenlay Weintraub, C.B. Purdom, 
HC Duffin and G.K. Chesterton to whom the scholars of Shavian literature are 
obliged for their valuable contributions to Shavian criticism. Nevertheless, even in the 
critiques of most of these critics we find that the approaches have been limited only to 
the well-defined ideological system dictated by Shaw himself. This is perhaps because 
Shaw has dominated each and every work related to him. The approach of the critics 
has been profound only up to the extent where Shavian forte has not been pirated. 
Then the enigma remains unsolved about the real George Bernard Shaw. The 
approaches towards the study of Shavian literature have been basically confined to the 
ideology of Shaw. This study will attempt to prove that there is a full scope for a 
scholar who wants to come out of this influence; i.e. to say, Shavian literature needs 
to be looked at in a new light. The Literary Theory as already said can provide us with 
revitalized study in this connection. 
The proposed research considers it logical to dwell on George Bernard Shaw 
while conducting a study of the Literary Theory as a critical tool. This thesis takes up 
Freudian Psychoanalysis as a Literary Theory that focuses George Bernard Shaw. In 
fact, this constitutes the main body of the thesis. There are a number of simple logical 
reasons which inspire to go ahead in Shavian study with the help of Psychoanalysis. 
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The rich areas of discussion in Psychoanalysis have been related to dreams, drives and 
instincts. Shaw though not in similar fashion but with a similar profundity has dwelt 
on these aspects in his writings. For example: In Man and Superman the Don Juan 
scene is a dream and which also portrays some gratification on the part of Tanner's 
unfulfilled desires. In addition, in the Preface to the Man and Superman Shaw talks 
about drives, which make human beings, behave the way they do. Besides this, the 
principle of Life Force as mainly discussed in Man and Superman) also gives a viable 
ground to tread in search for study of such topics in the light of Psychoanalytical 
studies Pleasure Principle / Reality Principle. Another aspect discussed under 
Psychoanalysis is related with the influences of war upon the human psyche. George 
Bernard Shaw was himself very much influenced by the World War. Stanley 
Weintraub observes that during the years of war i.e., 1914-1918 Shaw confronted 
himself with a sense of helplessness and futility. The treatment of war as an influence 
on the human being is taken up by Shaw in his play Heartbreak House. Freudian 
Psychoanalysis or the classical Psychoanalysis is based on analyzing a text from 
various perspectives. A text can be studied on the basis of various interminable 
conflicts among the characters and within the characters. The techniques that have 
been taken up in Freudian Psychoanalysis are based on the dreams, language 
discourses like dialogues etc. Shaw's prolific dialogues for his characters and 
elaborate interplay of wit and syntax provide a substantial ground for the 
psychoanalytical analysis. Besides, there are various other techniques which are to be 
taken care of while analyzing the plays. Another perspective is related to the 
playwright's own psychological contours which are depicted in the play. These 
contours are grounded in essential drives of the human mind. The interplay of all 
these aspects have a very significant display in Shavian plays through the elaborate 
stage directions, theatrical devices plot of the drama, sequence of action etc. One must 
note that all these aspects cannot be taken up in isolation. The intermingling and 
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conflict of all these aspects provide a tension to the play. The impact of this tension 
leads to the creation of a rich ground for the psychoanalytical insights. 
To achieve the above mentioned analysis the research is arranged in the 
following manner: 
First chapter deals with the Literary Theory in general and psychoanalysis in 
particular vis-a-vis its background, major contributors and major theories. The study 
here leads to a detailed discussion of psychoanalysis highlighting its advent, basic 
concepts of Freudian psychoanalysis and Freudian psychoanalytic literary criticism. 
In chapter two continuing from the chapter one, a detailed account of all other 
psychoanalytic criticisms is taken up. This account deals with the Lacanian 
psychoanalytic criticism and Post-Structural psychoanalytic criticism with insights to 
major critiques in these categories. 
Chapter three analyzes in detail the component of psychoanalytic criticism in 
light of modern drama in general and Shaw in particular. The chapter firstly takes up 
some modern European plays that have been associated by having it as a part of their 
thematic framework. After this a detailed analysis of Shaw's involvement with 
psychoanalysis is taken up where the focus is on the fact that how one great thinker 
and playwright had his encounter with equally great philosopher and psychologist of 
his time. This analysis is based on a survey of various works of Shaw. 
Chapter four presents psychoanalytical study of Man and Superman. This 
analytical study is done through the application of basic Freudian principles of 
Psychoanalysis. 
Chapter five deals with psychoanalytical study of Candida. Here also the basic 
Freudian principles of Psychoanalysis are taken up. 
Chapter six provides the conclusions reached upon after the preceding 
chapters. 
The methodology that has been taken in the present thesis is based on 
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analytical modes. The sequence of steps in the wake of research has been like: 
> Literature Survey 
> Preparation of Argument 
> Analysis of the Texts 
Lastly, one must mention that though this is the time where one can easily find 
rejoinders to the status and application of literary theory. One such study is a 
collection of essays entitled Theories Empire: An Anthology of Dissent. Despite all 
such rejoinders there is no gainsaying the fact that the literary interpretation continues 
to be enriched with the insights inspired from various literary theories. The forte of 
Literary theory is continually being elaborated with new vistas of interpretative 
practices. Nothing significant of that magnitude has taken place against the Literary 
theory that is strong enough to completely dissuade the future of the Literary theory. 
Here it is important to mention that basic principles of some classical schools of 
thought and philosophy of the last century are yet to meet sufficient challenges; one 
can undoubtedly mention classical Freudian psychoanalytic principles to be precise. 
Therefore, the present thesis works within the confines of interpretative 
insights based on the Literary Theory framework whereby discovering the 
interpolations of psychoanalytic literary criticism in the selected plays of Bernard 
Shaw. 
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Summary 
This chapter takes up the discussion of Literary Theory focusing the theory's 
definition, background, major philosophical perspectives, significant contributors and 
significant works. The discussion covers a broad spectrum of the theory in the 
beginning and then zeroes in on the Psychoanalysis. It is important to note that the in 
discussion in this chapter Psychoanalysis is not only discussed as a Literary Theory 
but also as a psychological subject that began on the basis of the clinical test: this is 
significant to be mentioned as the Psychoanalytic Literary Theory is an advanced 
perspective of the classical notions given by Freud on the basis of his clinical 
observations and the imports of these observations are inseparable from the 
Psychoanalytic Literary Theory. The chapter finally leads to the discussion of various 
Psychoanalytic literary theories based on the Freudian principles. 
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Chapter -1 
Psychoanalysis: A Literary Theory 
1.1 Literary Theory: 
With New Criticism as its precursor, Literary Theory has come a long way in 
post-modern literary scenario. Defining literary theory and subsequently its other 
aspects has been part of a rich variety of critiques. 
Literary Theory is an umbrella term which serves to gather together discourses 
from numerous disciplines outside the immediate field and traditional concerns of 
literary world. As is well known, discourses which range from the obviously political 
- feminism, Marxism - to the quasi-scientific (psychoanalysis, semiotics, 
structuralism). 
What often emerges on the positive side from such interaction is a series of 
sophisticated, fertile, hybrid interpretive techniques for importing useful analytical 
methods into the service of critical reading and interpretation (Wolfreys and Baker 
vii). 
Criticism and literature were considered two different aspects. No criticism is 
innocent of theory, and what is at times called 'literary criticism' is often theory. Thus 
theory of literature has always been there but the literature regarding theory is an 
outcome of the journey of literature through multidisciplinary intellects. This journey 
has witnessed hyper-productive tussles and profoundly influencing literary wars in 
terms of researches, critiques, lectures and seminars. The earlier half of the last 
century witnessed birth of new ideological and philosophical endeavors. The later half 
of the last century saw an unending mushrooming of the theories under the umbrella 
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term Literary Theory. With such a system it was inevitable to expect a widespread 
unrest when something with a label of criticism was being given i.e., 'literary'. 
The 'literariness' of Literary Theory has been the bone of contention between 
the different mindsets. The arguments, debates and criticisms related to this tussle 
have enriched the arena of literature. These are a valuable treasure to literature thus 
forming a valuable treasure for literary practice. The value of these critiques lies in 
the fact that whatever took place was in favor of Literary Theory. There is a massive 
shift, which can be realized, in the focus of literary study since 1970s. The intrinsic 
and rhetorical study has been replaced by the extrinsic relations of literature, its 
placement within psychological, historical, sociological, political and cultural 
contexts. Following extract talks of the similar aspect: 
...today most teachers of literature, most academics and researchers in 
literary studies, are in some way 'theorized' in their approaches, to a 
greater or lesser extent, whatever school of thought to which they 
claim affinity, to which they are seen as adhering. (Wolfreys and Baker 
vii) 
The reading, writing and interpretation of literature in the light of Literary Theory has 
opened up new vistas of literary know-how which run in a pervasive manner on the 
interdisciplinary track. To quote J. Hillis Miller: 
... there has been a shift from an interest in 'reading' which means a 
focus on language as such, its nature and powers, to various forms of 
hermeneutic interpretation, which means a focus on the relation of 
language to something else, God, nature, society history, the self, 
something presumed to be outside language : There has been, by one 
of those (perhaps, inexplicable, certainly "over determined") 
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displacements of interest a tremendous increase in the appeal of 
psychologistic and sociological theories of literature such as Lacanian 
feminism, Marxism, Foucauldianism. This has been accompanied by a 
widespread return to old fashioned biographical, thematic and literary 
historical methods that ante date the New Criticism. (102) 
The common observation thus regarding Literary Theory is that it not only carries a 
newness in its perspective but it also reposes a new spotlight on what is called as 
classical or older literature. The circle thus runs complete and the Literary Theory is 
found very intricately close to its circumference: 
It (Literary Theory) ought to provide us with a range of criteria for 
identifying literature in the first place and an awareness of these 
criteria should inform our critical practice. (Webster 8) 
Psychology, Linguistics, History, Sociology and other social sciences are important 
contributors to the ideological bank of the Literary Theory. These are only to count 
for a few; the real multiplicity lies in the subgenres of all these disciplines. The impact 
of the theory is so innately imbibed in the learning, teaching and creation of literature 
that it seems impossible to get away from it in the contemporary literary scenario. In 
contemporary literary scenario a scholar/critic either agrees or disagrees with Literary 
Theory. The new ideas given by the scholars and critics in contemporariness with the 
Literary Theory-scenario link them with the theory while they do or undo their critical 
performance with respect to Literary Theory. Roger Webster says: 
Literary Theory offers various ways of defining literature or at least 
thinking about what issues might be in attempting any kind of 
definition. (5) 
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Defining literature is as old as literature itself; even then there is no gainsaying the 
fact that literary theory helps to define literature in a new way. Psychoanalytical 
studies of otherwise critically exhaustive plays of Shakespeare by Freud himself lend 
a novel way of creating multidimensional literary practice.1 
1.2 Structuralism and Deconstruction: 
Linguistics based theories like Structuralism and Deconstruction have opened 
up new vistas to the study of literature. The notion that language, the basic construct 
of literature, could be overpowering and overbearing (as reflected in deconstructive 
and structuralist critiques of literature) is something unprecedented. It is altogether a 
different story then, whether the enthroning of such interdisciplinary movements like 
psychoanalysis, structuralism, deconstruction, feminism, post colonialism and post 
modernism as literary movements and literary constructs is smooth sailing or not. 
After the 1960s the advent of Literary Theory hit the English literati. The advent also 
saw a chaotic upheaval of critiques followed by rejoinders. Whatever the scene is it 
remains true that Literary Theory has enriched the learning of literature in widespread 
ways. Although all versions of Marxist, feminist, psychoanalytic and linguistic 
criticism define themselves against earlier versions of each of these, even then the 
newness carried by each of them, for their being a Literary Theory construct, gives a 
novel air to them. 
Another importance attached to Literary Theory by the critics lies in the fact 
2 3 4 
that it is rooted in revolutionary critiques of Saussure Barthes and Foucault who 
shattered the hierarchies whether they were social, linguistic, literary or political. The 
hierarchies like literature and literary criticism, whereby literature is on the higher 
pedestal of the hierarchy, reader-writer (author), classical-modern, female-male, self-
12 
other, text-textual discussion, etc. have been subverted by the discourses in Literary 
Theory. Without going into extreme positive and negative aspects, what can be 
isolated from these chaotic interactions is that literature has come out free of many 
bonds which it had been cast in due to age old ideological customs. Such suppressed 
approaches to the study of literature were on the brink of becoming an adjunct. A 
fresh spur of inculcating new literary perspective in literature was a welcome sign. 
For example since classical literary times, criticism has been considered secondary to 
literature. However, Literary Theory does not separate the two. To quote Webster: 
Literary criticism, rather than being secondary to literature, can be seen 
a means of constructing the body of writing and knowledge which it 
appears to take as its object of study, as a product of and dependent on 
criticism rather than the other way round. (Webster 7) 
This is something novel to Literary Theory; for Literary Theory (read theories) is a 
proverbial tip of the iceberg and it is treated as literature and not a subordinate to 
literature. 
What has further enhanced the novelty of Literary Theory is the relationship 
between author, text and reader. Despite all apprehensions related to Literary Theory, 
in the new literary scenario, what still qualifies literature is that it is an ever-evolving 
phenomenon and new things are always welcome. So also with the uprising of 
Literary Theory the debates that ensued owing to the interdisciplinary and counter-
idealistic approaches, finally saw literature sailing through, whatever happened in the 
name of arguments and counter arguments benefitted the ideological and dimensional 
banks of literature. Roger Webster opines: 
Literary Theory or rather theories, do offer various ways of defining 
literature, or at least thinking about what the issues might be in 
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attempting any kind of definition. They are not necessarily compatible 
to each other, and recent commentators on the body of writing 
denominated as Literary Theory have drawn attention increasingly to 
the different and at times conflicting attitudes to be found between 
various theoretical positions. (5) 
1.3 Ferdinand de Saussure: 
Ferdinand de Saussure, a linguist and a specialist in Sanskrit and Indo-
European languages became the source of intellectual innovation in the social 
sciences and humanities in 1960's. His most famous work - The Course in General 
Linguistics holds formidable influence in the literary world. His structural approach 
came to be recognized as the theorizer of social and cultural life. Saussure's focus lies 
on synchronic configuration of a language that obviously means to focus on the 
elements of that language and not on their intrinsic value. According to Saussure 
language is always organized in a specific way. It is system, or a structure, where any 
individual element is meaningless outside the confines of that structure. In a strong 
and insistent passage in his book, Saussure says: 
...in language [langue] there are only differences. Even more 
important: a difference generally implies positive terms between which 
the difference is set up; but in language, there are only differences 
without positive terms. (Lechte 150) 
Saussure's comparison of chess game to illustrate the differential nature of language 
is a famous one. Saussure gives synchronic perspective the higher pedestal in the 
hierarchy than diachronic and thus speech is given a preference than writing. His 
belief is that language is a system of signs and each sign is made up of two entities: a 
signifier (sound or word) and signified (concept). He refutes the presence of any 
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relation between word and thing and rather upholds the presence of a differential 
relation between signs. Thus according to his theory an individual is a construct of 
language. As speech acts cannot be studied in isolation from the system of 
conventions which lent them 'currency' (Lechte 150) so also social and cultural facts 
cannot be studied independently from the social or cultural system which gave them 
'currency'. 
1.4 Jacques Derrida; 
Jacques Derrida through his approach 'deconstruction' began a fundamental 
investigation into the nature of the Western metaphysical tradition and its basis in the 
law of identity. The term difference was coined by Derrida in 1968 in response to his 
study into the Saussurean and Structuralist theory of language. It is a portmanteau 
term where 'ence' has been used instead of 'ance' to indicate 'a fusion of two senses 
of the French word 'differer'; to be different and to defer'. This double sense points to 
the phenomenon that, on the one hand, a text proffers the 'effect' of having a 
significance that is the product of its difference, but that on the other hand, since this 
proffered significance can never come to rest in an actual presence, or extra linguistic 
'transcendental signified', its determinate specification is deferred from one linguistic 
interpretation to another in a movement or 'play', as Derrida puts it, in an endless 
regress. In Derrida's view, then, 'it is differance that makes possible the meaning 
whose possibility it necessarily baffles' (Abrams 227). Derrida's deconstruction 
deconstructs several binary oppositions as - speech/writing, nature/culture, truth/error, 
male/female -
... which are essential structuralist elements in logocentric language. 
Speech-Writing binary with speech on the higher hierarchical pattern is 
given by Derrida in response to his research into Saussurean 
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structuralism. He believes that Saussure deals with a colloquial notion 
of writing where writing is taken to be purely graphic and secondary to 
speech; it is considered to be phonetic and only as a secondary to the 
sound represents the sounds of a language. Speech, on the other hand, 
is assumed to be closer to thought and thus to emotions, ideas, and 
intentions of the speaker. (Lechte 107) 
Derrida deconstructs this binary hierarchy by showing that this distinction is 
unsustainable. The term difference itself has a graphic element which cannot be 
detected at the level of the voice. The graphic nature of punctuation questions the 
claim that writing is entirely phonetic and that speech is entirely auditory, of the 
inability, because of the inability of writing to present the silences of speech. Derrida 
often demonstrates what he is attempting to prove philosophically by employing 
rhetorical, poetic and graphic strategies. Thus themes from literature, art and 
psychoanalysis are put by him on the anvil to deconstruct, (as for example, in Glass 
or the Post Card: from Socrates to Freud and Beyond) (Lechte 108). 
1.5 Psychoanalysis: 
1.5.1 Sigmund Freud: 
Since the 1920s, a very widespread psychological literary criticism has come 
to be known as psychoanalytic criticism. In psychoanalytical literary criticism some 
of the techniques of psychoanalysis are used in the interpretation of literature. As the 
Random House Dictionary of English Language puts it, Psychoanalysis is a 
systematic structure of theories concerning the relation of conscious and unconscious 
psychological processes. Psychoanalysis started as a cure for mental disorders and 
perhaps this is the reason that it is often characterized as a form of therapy. The 
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interaction of conscious and unconscious elements in the mind is the basic source for 
the philosophical and ideological practices in psychoanalysis. 
Despite distorted understandings of Freud's views and despite periodic 
waves of Freud-bashing ... And while one might wish to reject or 
argue with some of Freud's particular interpretations and theories, his 
writings and his insights are too compelling to simply turn away. There 
is still much to be learned from Freud. (Neu 1) 
Sigmund Freud was born into a Jewish family in 1856 in Freiburg, Germany. When 
he was four, his family moved to Vienna where Freud lived and worked until 1938, 
when he was forced to flee to England after the Anschluss. Although he always 
complained about the oppressiveness of Vienna, Freud not only lived there all his life, 
but he lived with his family at the same address for nearly fifty years: the famous 
Bergasse. Freud was a brilliant student, topping every year at the Gymnasim, and 
graduating with distinction in 1873. In 1881, he was awarded out his medical degree 
from the University of Vienna and in 1885 won a scholarship to go to Paris to study 
under the great Jean Martin Charcot, at Salpetriere. To Freud, Charcot not only 
opened the way to take mental illness seriously with his diagnosis of hysteria and the 
use of hypnosis; he was also a charismatic and encouraging teacher for whom Freud 
had a lasting admiration. On his return to Vienna in 1886, Freud set up practice as a 
physician. He died in London in 1939 (Lechte 20-21). 
Freud was influenced by many people in his university years. The future 
psychoanalyst worked with Ernst Briicke in his laboratory. The medical positivism 
which reigned in Vienna and elsewhere in the last three decades of the 19th century 
had its admirable influence on young Freud through the three representatives -
Hermann Helmholtz - who, among other things, wrote on thermodynamics, Gustav 
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Fetchner the physicist and philosopher and Ernst Briicke the physiologist and 
positivist. In year 1895, Freud and Breuer's combined work which was based initially 
on the case of Anna O, published in Studies on Hysteria. This case had given Freud's 
psychical studies a new direction. The Interpretation of Dreams is often regarded as 
Freud's most valuable book, and it performed a pivotal role in his work. 
One of Breuer's patients was a very intelligent and articulate young woman 
diagnosed as hysterical. Breuer inquired into her symptoms in great detail, and 
discovered that they were connected with her emotional life in a number of ways. 
In particular, she and Breuer could often trace the beginning of a symptom to 
an event that had been significant to her but that she had forgotten. Where this was so, 
moreover, the symptom itself could be seen to be connected with feelings related to 
this event, which she had not previously expressed. Such symptoms thus had a 
meaningful connection with events and motives in the patient's life. As they were 
relieved when she brought these events to consciousness and felt and expressed the 
motives connected with them. 
She was, for example, afflicted for some time with an aversion to drinking 
which persisted despite 'tormenting thirst'. She would take up the glass of water she 
longed for, but then push it away 'like some one suffering from hydrophobia'. Under 
synopsis she traced to an episode in which a comparison had let a dog - a "horrified 
creature" - drink water from a glass. She relived the event with great anger and 
disgust; and when she had done so, the aversion ceased, and she was able to drink 
without difficulty. 
Thus, apparently, this particular symptom owed its origin to this episode (and 
also, of course, to the background, including motive which the patient brought to it). 
The casual link between episode and symptom seems marked in the content of the 
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symptom itself, since both were concerned with such topics as drinking water, 
disgust, anger, and refusal. So the symptom could be seen as expressing memories or 
feelings about something of which the patient was no longer conscious5 (Neul22). 
Freud repeated Breuer's observations in other cases, and extended them by 
investigating the psychological background and significance of symptoms of other 
kinds. This meant he asked his patients about their lives, motives, and memories in 
great detail. 
Freud was a probing and determined questioner. He found, however, that the 
most relevant information emerged when his patients followed the spontaneous flow 
of their thoughts and feelings. So he asked them to describe as fully as possible, and 
without seeking to make their passing ideas sensible, or indeed to censor or relax the 
rational and moral constraints upon one person's description of thought and feeling to 
another, and this proved a valuable source of information. The drift of thought, once 
undirected and unimpeded, led by itself to the topics Freud had previously found 
important through questioning, and to others whose significance he had not suspected. 
Freud called this process of self-description "free association". 
Freud had kept records of dreams for some years. He soon found that these too 
could be understood as linked with memories and motives that emerged I the course 
of free association. In investigating these connections, moreover, he could use his 
own case as well. So he began the same kind of psychological study of himself as he 
conducted on his patients, centered on the analysis of his dreams. 
As this work progressed, Freud realized that his and Breuer's previous 
findings about symptoms were better presented in terms of the model he was 
developing for dreams (Neu 122). He thus framed an account of symptoms and 
dreams that was relatively simple and unified. However, as he soon saw, this could be 
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extended to other phenomena in which he had taken an interest, including slips, jokes 
and works of art. The Interpretation of Dreams thus sets out the paradigm through 
which Freud consolidated the first, path breaking phase of his psychological research, 
conducted as much upon himself as upon his patients (Neu 122). 
The discussion above draws its importance from the fact that it was this 
interaction with the influence of conscious and unconscious, which inspired Freud to 
carry on his research into the profound realm for human conscious and unconscious 
and subsequently gave birth to a new culture, of studying all constructs of the world, 
i.e. Psychoanalysis. 
Psychoanalysis is thus a discovery and not an invention for it is the unearthing 
of something which had been there in the making of human civilization and human 
being, the social and psychological product of the civilization. To quote Meredith Ann 
Skura: 
Psychoanalysis is not merely the discovery of the unconscious. It is not 
dedicated solely to disease or symptoms or primitive experiences, but 
offers instead a theory and a method for studying how the whole mind 
works - for understanding another human-being as he tries to describe 
his world in words and to draw on all his resources, both conscious and 
unconscious. (2) 
1.5.2 Basic Concepts of Psychoanalysis: 
Although Psychoanalysis cannot be dealt under the heading of a few basic 
concepts but what follows here is a gist of all those elements of Freud's theory of 
Psychoanalysis which led to a whole new field of academics. 
The psychoanalytical perspectives pervade many different fields like 
medicine, psychology, literature, linguistics, history, philosophy etc. The specific 
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concerns of each field lent psychoanalysis a new edge, thus converting it into 
multifarious phenomena. But what remained true to all studies, developments and 
subsequent researches was the centrality of basic concepts of Psychoanalysis given by 
Freud. The mode of explanation here is based on the literary importance of the 
discussed theories. 
Freud's basic study depends on human mind. 'Mind' being the centre of 
Freud's study, he gives it a status of a 'psychical apparatus' while giving a genetic 
explanation of the evolutionary development of the human mind. He looks at the mind 
from three points of view: the 'dynamic', the 'economic' and the 'topographical'. 
These are not mutually exclusive interpretations but emphasize different aspects of 
the whole. All three are evidence of Freud's attempt to derive the mind from the body 
(Wright 9). 
When instinctual drives in a human mind meet the necessities of external real 
world, it gives birth to some tensions and strains. These pressurizing and straining 
forces pose interplay within the mind which is 'dynamic' point of view. The mind 
comes into being out of the body. What is necessarily given at the start is the needs of 
the body itself: these are inseparably connected to feelings of pleasure and pain. 
The 'economic' point of view depends on the fact that when disturbance 
provided by any stimulus decreases then the result is pleasure. Unpleasure results in a 
situation vice-versa i.e. when disturbance increases. The relation between the external 
world and a human being's mind has more to do with terms 'Ego' and 'Id' which 
Freud coined in order to give a definite explanation to the 'economic' and 
'topographical' modes of viewpoint. This states urgency of the discussion regarding 
'Ego' and 'Id'. What follows here is the brief explanation of the two.8 Id is the most 
basic and subjective entity of a human being. When the child is first born it has no 
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realization of the external and internal for it considers itself a part of the world. 
Internal is external as the whole world is seen as a part of itself by the child. Pamela 
Thurschwell defines Id while she says, "when the child is first born it is a mass of id, 
an amorphous unstructured set of desires, the demand 'I want' is the sum total of its 
mind's contents" (Thurschwell 82). Id is the complete representation of T. Ego 
stems from the Id as and when a gradual realization of external world enters the mind 
of the child. This realization creates a division on the level of external and internal 
world. It realizes the separation of itself from the world and sees itself as a different 
part. Elizabeth Wright says that Ego is concerned with self preservation (10). When 
the child adjusts to the reality then a part of the mind has to centre on the self and its 
care. Pamela Thurschwell defines Ego as 'the individual's image of himself as a self-
conscious being, his sense of himself as separate from the world which surrounds him 
(Thurschwell 82). 
While going back to the discussion of 'economic' it can be observed that in 
the interaction of the body with the external environment Ego comes to mediate 
between the external and internal. The aim behind this mediation and adjustment is to 
inculcate optimal satisfaction of body's desires. These desires crop up at the level of 
Id. Ego ensures that there has to be control of these basic instincts if there is to be an 
adjustment to reality. The body has to learn to 'postpone' pleasure' (Wright 10). 
There is a struggle between the 'reality principle' and the 'pleasure principle' 
resulting into a compromising adjustment on the part of the body when social 
demands have to be complied with and a degree of unpleasure has to be accepted. 
Thus the 'economic' point of view deals with the adjustment between the external and 
the internal in the mind, thereby facilitating the smooth existence of psychical 
interactions. 
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The third point of view is the 'topographical'. Under the topographical 
discussion there are two ways by which Psychoanalysts have approached the Freudian 
theory. The mind is taken to be a 'spatial metaphor' (Wright 10) divided into separate 
sub-systems. 
These sub-systems again mediate the conflict of energies (Id, Ego and Super-
Ego). The first version according to the critics is that Freud sees the mind having 
three-layered system of energies, conscious, preconscious and unconscious. 
According to Elizabeth Wright: 
Freud equates consciousness with the perception system, the sensing 
and ordering of the external world; the preconscious covers those 
elements of experience which can be called into consciousness at will; 
the unconscious is made up of all that has been kept out of the 
preconscious-conscious system. (10) 
Thus the psychical apparatus leaves nothing out of its reach. Every single sensibility 
that has to be recorded in the psyche is allowed to enter the three-fold system. After 
that it undergoes a recording process. With the optimal satisfaction of its need as the 
aim, the three-fold system of the mind works accordingly thereby dividing receptions 
among the conscious, unconscious and preconscious. Conscious is a simple encoding 
of receptions from the external world in the mind. Conscious comprises of all kinds of 
perceptions that mind captures by virtue of its capabilities that may differ from person 
to person. ' 
Unconscious is the most important aspect of this trilogy. All that has been left 
out in the mind from conscious and preconscious is considered unconscious. 
Unconscious is thus that system of memories which remain hidden and repressed in a 
process of fixation. The psychical apparatus is unaware of these memories. But the 
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unconscious is not static, rather it is dynamic. It comprises of instincts, ideas and 
images originally banished. Repression is the chief system which provides 
unconscious with the latent desires and instincts of the mind and which are 
unfulfilled. The difference between the preconscious and unconscious is that the 
former contains memories which can be recalled at will while the latter constitutes a 
system of the repressed instincts, ideas and images 'fixated'. 
According to Sebastian Gardner Freud believed that the "descriptive" sense 
of "unconscious" is to be distinguished from the "dynamic" sense, and that the 
defining preoccupation of psychoanalysis is with the dynamic unconscious; that the 
dynamic unconscious is a source of motivation, specifically motivation that is actually 
or potentially a cause of mental conflict and that it makes little or no positive 
contribution to cognition; that it is closely related to as a failure and cause of 
disturbance of the faculty of memory. Although the unconscious corresponds to a 
special kind of neural feature it is autonomous relative to the anatomy of the brain. 
Emotions are also a part of unconscious although only in a highly qualified terms. 
Gardner defines: 
Knowledge of the unconscious is fixed in two connections: (i) by 
reference of the behavior of the object (object could be an analysand, a 
text, or any other target) - here the unconscious state is identified by a 
definite description which is constructed out of reports of the object's 
behavior. (For e.g. the motive that caused an analysand to forget X, to 
misrepresent etc. or in a text the behavioral pattern of a particular 
character); 
(ii) by reference to dreams, fantasies, and symptoms, which give an 
indirect but nevertheless privileged insight into the content of 
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unconscious states - here the unconscious state is identified in terms of 
its intrinsic representation. (138) 
This holds importance in literary perspective of Psychoanalysis. The unconscious 
being intrinsic representation holds rich viability for the literary artist. To add to this 
Freud himself had said that poets discovered the unconscious much before he did. 
The definition of repression (Lechte 20) itself defines it as a process of 
banishment of certain memories to unconscious. The unconscious cannot be recalled 
at will; it can only be explored and explicated with the help of a psychoanalyst 
through hypnosis etc. Another aspect of unconscious which relates it to the 
importance of being a facilitator in a psychical apparatus is that it keeps emanating 
certain ripples onto the conscious persona of the human being. These impressions 
cropped up by the unconscious, give an individual a distinct inclination in his 
behavior and intellect. The conscious holds significance in light of the researches of 
the critics for its impact in making of an individual. Since the unconscious is based on 
the experiences of a particular psychical apparatus that is its interaction with external 
world, therefore, the repression also varies and thus providing a different capability to 
the mind to inculcate and exploit the influence of the unconscious in its individualistic 
fashion. Elizabeth Wright's comment in this context confirms the above-mentioned 
ideas: "The unconscious is dynamic, consisting of instinctual representatives, ideas 
and images originally fixated in a moment of repression. But these do not remain in a 
fixed state; they undergo a dynamic interplay in which associations between them 
facilitate the shift of feeling from one image or idea to another. In Freud's 
terminology they are regulated by the 'primary process', a type of mental functioning 
where energy flows freely by means of certain mechanism". Thus these hold 
importance in the field of art as an artist is in a way the product of the tussle, interplay 
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and motivation of unconscious. The subversion of the topographical point of view 
was introduced by Freud in 1923. At this level of view the mind is provided with the 
distinct agencies; the 'id', the 'ego', and the 'super ego'. "The model of the psyche, 
says Wright, is often called the 'structural' model and is the one drawn on by ego-
psychologists' (10). 
(i) Id: According to Freud's formulation when a child is born it brings into the 
world an 'unorganized chaotic mentality' which is Id. Id is the raw, free and 
unexploited whole of desires and instincts which a child hold as the only possession in 
the psychical apparatus. The sole aim of the Id is the gratification of all needs, the 
alleviation of hunger, self-preservation and love, the preservation of the species. Id is 
the term which Freud used for the unconscious later, retrospectively. For him Id is a 
collection of nerve cells with independent representations, as thoughts, the 
representation corresponding to the cells of the Id may be inconsistent, they are not 
subject to logical processing, the way conscious thoughts do. Freud also believed that 
the Id is not subject to time. Pamela Thurschwell says that the Id is inseparable from 
the unconscious - Id wants and desires in the here and now, it does not make plans for 
the future ... Freud often claims that the Id knows no time but the present, no answer 
but yes. The Id and the Ego correlate to two separate set of instincts - the Id correlates 
to the instincts for pleasure - which Freud also calls Eros, the Greek word for love' 
(Thurschwell 82). 
(ii) Ego: When the child grows older, that part of the Id which comes in 
contact with the environment through the senses learns to know the exorable reality of 
the outer world and becomes modified into what Freud calls Ego. This Ego, 
possessing awareness of the environment, henceforth strives to curb the lawless Id 
tendencies whenever they attempt to assert themselves incompatibly. The Ego is an 
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aware level of the mind's psyche while the Id is the one which is in a way lawless. 
The Ego is aware of the forces of civilization, religion and ethics, thus it controls and 
represses the powerful libidinal impulses emanating from the Id. In the words of 
Pamela Thurschwell 'ego is the individual's image of himself as a self-conscious 
being', his sense of himself as separate from the world which surrounds him and 
which cannot welcome his Id's desires and instincts every time. Ego is a 
representation and realization of the external world to the inner world. Ego acts as a 
preserving force as it tells the self to hold back on its desires and negotiate with 
reality. It correlates to the instinct, to protect ourselves, the instinct of self-
preservation. 
(iii) Super-ego: The Super-ego is the self critical aspect of the Ego; that which 
judges the conscious and unconscious decisions of the Id and the Ego. Guilt is a 
crucial element in Freud's theories. Freud said: 
.. .originally this sense of guilt was a fear of punishment by the parents, 
or, more correctly, the fear of loving their love; later the parents are 
replaced by indefinite number fellow men. ('The Moses of 
Michelangelo' 17) 
During the continued steps of the Ego to negotiate with reality the Super-ego 
emanates as it measures the real Ego of a person against an Ego ideal (an ideal image 
of the real Ego that is based on the earliest flawless love of self). The Super-ego 
comes in confrontation with Id as it combines with conscience to hold the self up to 
high moral and social standards which the Id wishes to deny. In fact a child finds in 
the beginning the real taste of being a part of the community and society when it faces 
its parents. The primary feelings against the parents in the form of guilt are the first 
realization for a child, of the social and parental influences upon the drives (its 
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Libido). Thus Super-ego brings in the feeling of another part of the psyche into the 
being besides Id and Ego. For Super-ego, the individual lives as a part of community, 
responding and responsible to others. For the Id, the individual lives only for himself 
and what he or she can get. But all three of Freud's structural concepts, the Ego, the Id 
and Super-ego function in response to each other (Thurschwell 92). 
The topographical point of view of Freud sees a human being as a divided or 
split psychological product. Since all the three 'structural' classifications work in 
response to each other therefore it can be said that optimal balance achieved by the 
psychical apparatus among the three divisions is the real psychology of a human 
being. These splits and divisions hold importance in light of the artistic and aesthetic 
perspectives since a human being's intrinsic tussles and struggles are the source to his 
expressions which travel from abstract to concrete. The product10 of these concretized 
versions of abstract expressions stand as the examples of constructive diversions of 
the energies which undergo a churning process through the three psychical layers in a 
mind. 
(iv) Narcissism: When a person directs his sexual love towards himself the 
term used for defining this is called as narcissism by Freud. 'Narcissus' was a Greek 
mythological figure who fell in love with his own reflection in a pool of water and 
became rooted to the spot, staring at his image, until he eventually found himself 
turned into a flower for his own trouble. Although, like many of his other terms, 
Freud began the use of narcissism as the one used in perversions or pathologies, but it 
eventually got extended in its import. Freud observed that love of oneself and erotic 
interests in one's body was in fact a normal and healthy stage of individual 
development. In fact he believes that a degree of self love is necessary for everyone. 
Narcissism holds its roots in the very primary libidinal stage when child is unable to 
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differentiate between itself and the world (this is the stage when the child cannot tell 
where the breast ended and it began). The extension of this stage is when the child 
takes himself as a sexual object; infantile narcissism. The child feels pleasure in 
loving its body erotically. The infantile narcissism is the extension of the primary 
libidinal stage. When the child grows up he discovers the sexual equivalent of this 
infantile self-love-the-auto-erotic satisfaction of masturbation. 
'Until Freud coined the narcissism he has assumed that there are two sets of 
instincts which guide all human activities instincts of self-preservation (ego) and 
sexual instincts (libido).' Freud initially holds them separate from one another. To 
quote Pamela Thurschwell: 
The id says T want', and ego tells it to wait; the id says 'Go for 'it', 
and the ego says 'Protect and preserve yourself - survival is more 
important than instant gratification'. Narcissism, however, appears to 
bring together these two sets of instincts - if you have enough self-love 
you will certainly do a good job at preserving yourself...( 82) 
The narcissism holds a function of mediator between the Ego and the Id. After when 
the Ego creates a balance between the external world and the Libido; it faces at times 
a tussle when the libidinal instincts overpower the control of the Ego. Here the 
narcissism comes as a mediator for when an individual indulges in self-love, then he 
himself becomes the object of concern and erotic investment as well. The main 
motivating force will be to keep his love object alive, which is, of course, he himself. 
This makes it clear that the two apparently conflicting energies of sexuality and self-
preservation can in fact meet and merge. Freud believed that in the course of his 
development narcissism was a phase; subsequently an individual person would 
transfer his love for himself to another object. But when the narcissistic tendencies in 
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a human being do not get transferred to other objects then originally healthy 
narcissism can lead to severe psychic distress along the line of psychosis. Some 
people suffer from such sense of one's own importance. While schizophrenia, 
hallucinations and a paranoid feeling of always being watched are all symptoms of 
narcissistic psychotic disorders. In the severest narcissistic states the patient finds it 
impossible to engage with other human beings at all; he has no sense that anyone can 
exist outside of his own mind. While we find people often suffering from extended 
narcissistic behavior on the other hand many different literary artists in the name of 
their aesthetic idiosyncrasies create literary pieces. This may also be analyzed as a 
case of healthy narcissism. Self-love can be again a source of converting internal 
feelings and emotions in a human being's self. A human being who appreciates one's 
own self erotically holds mature vision to look up to the world outside his self. 
(v) Pleasure Principle and Reality Principle: Freud's instinctual theory 
suggested that there are two sets of instincts - an instinct towards pleasure and an 
instinct towards self-preservation - which work together despite their opposite aims. 
The early theories of Freud talk of a compromise between the instincts. The psyche is 
not at terms with this but this compromise has to be struck for the sake of survival in 
the world. Pamela Thurschwell says, 'you find love and hate together, but they never 
combine to indifference. Hot and cold stay hot and cold together; they do not make 
lukewarm water' (84). 
The pleasure principle is related with economic point of view of tension and 
release. The concept of pleasure in Freudian philosophy relates the pleasure of the 
most basic kinds of living organisms with the most basic kind of feelings. He says that 
an organism has an inside and an outside and the stimuli from outside effects the 
organism and its inner side, which functions to keep the organism together saving it 
30 
from external stimuli. This struggle ends in a tension built up with a form which is 
pleasurable for the inside as it cannot overpower the external stimuli. Thus, the 
pleasure in this concept lies in the release of tension. Freud in his article 'Instincts and 
their Vicissitudes' (1915) postulates that 'the nervous system is an apparatus which 
has the function of getting rid of the stimuli that reach it, or of reducing them to the 
lowest possible level' (116). Pleasure principle takes on that tendency of an organism 
in which he tries to carry on, undisturbed, the action in which he is involved. For e.g. 
Freud explicates the principle in relation to dreams in The Interpretation of Dreams 
(ch. 7; sec. C and E). One of the functions of dream is to keep the dreamer happily 
sleeping and thus dream is the preserving phenomenon of the sleep. But basically the 
pleasure principle is related with the libido - the drive towards happiness, wish-
fulfillment, the release of sexual energy. There are certain limitations to this theory 
for it does not talk about those things which fail to tell what is it that counters pleasure 
for Freud in the human condition and why are the human beings not all only seeking 
pleasure all the time. The answer to these queries leads to a discussion which sums up 
as the Reality. 
The explanations given by Freud to these queries say that not all pleasures or 
wishes can be satisfied as soon as they are conceived. Although the newly born baby 
believing that it lives in a world where its wishes are instantly gratified - a world 
which is just an extension of itself, but this illusion is shattered very soon. It realizes 
that the breast is a separate body from it and the infantile bliss given by the breast-
feeding is also not always there. Thus world comes as a place where desires are not 
always satisfied. Thus the reality principle is this state of frustration of expectation, 
the struggle with the outer circumstances which are capable of ruining the imagined 
31 
joy. The infant finally comes to realize that it must negotiate with this outside world 
in order for its wishes to be granted. Pamela Thurschwell puts it by opining that: 
...it may be possible to achieve pleasure, but the best way of 
guaranteeing this may not to be to insist that pleasure happens 
immediately; the baby might have to delay pleasure in order eventually 
to experience it (86). 
Thus a person will willingly give up the promise of instant gratification if he thinks 
his wishes might come true if he waits. 
These kinds of compromises are made in different ways by everybody 
everyday. One waits for the whole month to get paid and kill our pleasure for one 
believes that more pleasure can be had at the end of the month. 
While discussing these entire concepts one thing is interminably going along 
that Freud himself has not been able to control entirely the concepts he explicated in 
fact he himself had many a chance when he would end up finding new dimensions 
required to be added to the concepts, he laid down in the very beginning, 
retrospectively. The Ego-Id-Super-ego underwent constant fluctuations as while 
describing the unconscious Freud concluded that it was a part of the Id and the Ego as 
well up to an extent. Similarly the reality principle has its roots in the challenges that 
were put forth to counter few aspects of the pleasure principle. Again, the death drive 
principle which followed certain lines of the pleasure principle persuades Freud to add 
further explications to the theory of pleasure (Eros). One of Freud's students Jean 
Laplanche has suggested that as concern the concepts of life and death, almost the 
whole Freudian corpus - from the 'Project for a scientific psychology', written in 
1895, passing especially by Beyond the Pleasure Principle of1920, to 'The economic 
problem of masochism' of 1924 - can be seen in terms of a chiasmus, where what was 
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life (homeostasis) at the beginning becomes death (Thanatos), and what was death 
(unbound energy) in the beginning becomes life (Eros) (Lechte 20). The concept of 
the death drive was coined by Freud in his musings over the contradictory uses of 
repetition in Beyond the Pleasure Principle. The problem of repetition confronts 
Freud in 1920. He had been postulating that everyone's ultimate goal is pleasure; if 
one gets diverted from pleasure, in the short sense by the reality principle, it is really 
because pleasure is simply being deferred. Freud opined that although for the time 
being consciousness admits the possibility of unpleasure, the unconscious is always 
instinctively turned towards pleasure in every form. One confrontation which cropped 
up from the Interpretation of Dreams; some dreams which did not seem to be 
gratifying in nature and which seemed particularly unpleasurable often were repeated. 
The traumatic dreams of the soldiers of the First World War seemed to put Freud's 
theory of the pleasure principle into contradictions. But, there prevailed a sense 
subsequently, that repetition was always a factor in the neurosis as well as the 
psychoanalysis. People cannot leave behind their traumatic memories as they still live 
through and with them. The bodily symptoms of hysteria are also in the form of a 
repetition which they unconsciously hide from themselves by disguising it. At the 
level of the psychoanalytic one, also repetition contributes as the analyst helps the 
patient to repeat the experience in order to understand it. It is not a blind repetition but 
a repetition which objectively enables the patient to see the source of the problem. 
Thus the repetition is a strategy that can work for and against psychic health. But 
Freud could not come to terms with the repetitive dreams of shell shocked soldiers 
which seemed to replay their near death experiences without making them in any 
sense healthier because of those dreams. He felt that a link was missing from the 
chain of his ideas. He tried to think whether repetition could be a psychic end in 
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itself? He came up with the death drive to try and explain these staying away from the 
pleasure principle which was not meant to delay principle to conform to the needs of 
reality. The death drive is not related with destructive impulses towards others. It is 
self destructive, rather than other destructive, and it seems to have no economic 
explanation in Freud's own terms. There is no payback of pleasure involved in the 
death drive. The literary theorists have termed Beyond the Pleasure Principle, where 
the death drive is explained, as a compelling text, chiefly for the ways in which Freud 
connects the idea of repetition to death. Death is metaphysically connotated 
culmination of pleasure. It is the ultimate release of tension; it promises the ultimate 
experience of stasis and complete calm. Thus re-living and repeating unpleasurable 
experience becomes anticipation for the death. Since the deaths in reality experienced 
by the human beings are not their own therefore the feeling and realization of death as 
a self-destructive phenomenon is not truly an identification with the real death (one's 
own death). 
(vi) Dream Interpretation: Is there such a thing as a comprehensive 
psychoanalytic analysis of a dream? In Freud's theory the interpretation of the dream 
itself, the actual process of reading the dream, is also always subject to more 
interpretation. The patient relates her dream to the analyst and then proceeds to free-
associate about what recent events, what words, what memories, the dream reminds 
her of. This process of retelling the dream and discover what associations the dream 
brings up uncovers what Freud calls the dream-work, the process by which the 
thoughts and desires that lie behind a dream become translated, so to speak, into the 
surface content of the dream. The dream-work can only be understood by seeing the 
relation between the two different kinds of content that dreams contain- the manifest 
and the latent content. 
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The manifest content of the dream is that which we experience or remember 
what the dreams appear initially to be about; the latent content of the dream is its 
hidden meaning- the repressed unconscious wish or infantile desire. Like symptoms, 
dreams come in distorted forms; when we dream we have already translated one form 
of unacceptable desire into another form of potentially obscure or illegible meaning. 
In order to protect ourselves from the content of our own thoughts we make those 
thoughts difficult to interpret. According to Freud, only through a process of 
psychoanalytic interpretation can we reconstitute the latent meaning of the dream 
from the manifest content. 
All the dreams are subject to unconscious distortion: that is, the process by 
which the latent content is transformed into the manifest content. Distortion may give 
the dream a nonsensical or absurd form, but it won't make one feel guilty or ashamed, 
the way the undisguised dream-wish might. Condensation is another dream process 
which contributed to the dream's final form. Freud noticed that 'the manifest dream 
has smaller content than the latent one' (Freud 1916-17: 205). In other words, the 
unconscious material of the dream is condensed, so that each element if the dream we 
remember represents more than one thought or desire. All the latent dream-thoughts 
are squeezed into the over-determined symbolic elements that we remember in the 
morning. 
Over-determination suggests that each element if the dream contains several 
wishes and desires which go towards constituting its final form. Therefore, the dream 
will have different possible interpretations or extractable meanings: 
It is with great difficulty that the beginner in the business of interpreting 
dreams can be persuaded that this task is not an end when he has complete 
interpretation in his hands - an interpretation which makes sense, is coherent and 
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throws light upon every element of the dream's content. For the same sense dream 
may perhaps have another interpretation as well, an 'over-interpretation', which has 
escaped him. 
(vii) Oedipus complex: Freud sees the child's relationship with its parents as 
critical for the achievement of its proper sexual identity. The difficulties begin with 
the child's dependence on the nurturing mother. Not only are these problems specific 
to the very formation of a self-concept in the initial separation from the mother's 
body, but the love of the mother remains dominant in early formative years. 
Inevitably, according to Freud, a perception of the father as rival in this love becomes 
insistent for the boy-child to the point where he is drawn into fantasies of the killing 
of this rival and of possessing the mother. This is the Oedipus complex. The way out 
of it is provided by the fears of castration complex. The father is experienced as the 
source of all authority, all direction of desire, and thus as capable of castrating the boy 
child, who unconsciously believes this to be the reason for absence of the penis in the 
girl. The boy thus abandons his love for the mother and moves towards identification 
with the father, with the understanding that he too can in time occupy such a position 
of power. 
(viii) Transference and Counter-transference: Transference suggests that 
strong emotional, and particularly sexual feelings- feelings of passionate love and 
hatred which were originally directed towards others- are transferred onto the doctor 
in the course of analysis. Initially this seemed like a problem for an analysis- hating or 
loving the doctor looks as if it would inevitably get in the way of the patient working 
out their cure. But Freud soon found that transference was a key tool for 
psychoanalysis. Patients acted out childhood emotions through the relationship with 
the analyst, initially not realizing that they were imitating old patterns. Later they 
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came to analyze and work through these reactions towards the analyst. Ideally they 
learn to re-attach them to the original figures that inspired those feelings (often their 
parents). In psychoanalysis, 'all the patients' motives, including hostile ones, are 
aroused; they are then turned to account for the purpose of analysis by being made 
conscious, and in this way the transference is constantly being destroyed. 
Transference, which seems ordained to be the greatest obstacle to psychoanalysis, 
becomes its most powerful ally, if its presence can be detected each time and 
explained to the patient' (Freud 1905a 159). In fact, without transference, analysis 
cannot properly happen. 
Counter-transference was a related development to Freud's theory, pointing 
out that analysis also had unconscious feelings towards patients, of which they were 
not entirely in control. Patients might also remind analysts of people from their past, 
such as their mothers or fathers. Transference and counter-transference are theories of 
emotional substitution. Behind every initial erotic attachment stands a whole history 
of previous erotic attachments-each new love (or hate) acts out, rewrites, revises and 
replays a person's old loves (or hates). Again we can see the importance of the 
intervention of reading into this unconscious play-acting. If the patient and analyst 
were to be permanently caught up in the transference, they would be acting like 
lovers, or child and parent, rather then two people working together to solve a 
problem. They would be living out emotional dramas, rather than standing back and 
analyzing where these emotional dramas emerged from. 
(ix) The Castration complex: In Freud's theory the castration complex: the 
fear of the loss of the penis for boys and the recognition of the loss of the penis for 
girls, emerges from a number of different sources and affects both boys and girls, 
although they experience it very differently. As the child grows up he comes to puzzle 
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over the problem of sexual difference. What makes boys and girls two separate 
categories of people? Freud presumes that at some point there is some visual element 
to this conundrum. The child sees the genitals of the other sex and realizes (if he's a 
boy) that other sex misses something that he has or (if she's a girl) that the other sex 
has something that she is missing. Both of these recognitions are traumatizing, nearly 
catastrophic. 
(x) Sublimation: Sublimation is the process by which the instinctual urges 
and energies get translated into non-instinctual behavior: 'This capacity to exchange 
its originally sexual aim for another one, which is no longer sexual but which is 
psychically related to the first aim, is called the capacity for sublimation' (Freud 
1980b 39). For instance, a fascination with the anal stage of development can turn 
someone into a miser who hoards their money. But sublimation is also imagined as a 
positive force; it creates art, literature, culture, etc. Civilization, as a step beyond the 
meeting of the basic requirements for survival- food and shelter- is based on the 
process of sublimation. 
1.5.3 Literary Application of Freudian Psychoanalysis: 
(i) Classical Freudian Criticism: Id-Psychology: Among the popular 
exponents of classical Freudian criticism or Id-Psychology are Marie Bonaparte, 
Ernest Jones and D. H Lawrence besides Sigmund Freud himself. 
Marie Bonaparte's study of Edgar Allan Poe is a study of an artist's life to 
explain his works or the study of his works to explain his mind. It is considered the 
classic example of Psycho-biography. 
Freud and Jones take up the study of literary characters in the light of the 
psychoanalysis. The famous studies by them are the studies of Hamlet and Oedipus 
Rex. Freud takes up the different socio-historical worlds inhabited by Hamlet and 
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Oedipus. Freud as well Jones speculates that the death Shakespeare's own father, 
which preceded the writing of Hamlet inspired the dynamics of the play. Here one 
must quote Elizabeth Wright when she says that: "...let us take each part of the 
equation, literary texts/ analytic text... From the viewpoint if the literary text, there is 
no harm in doing a Active analysis on a fictive character" (42). 
D.H. Lawrence's Studies in Classic American Literature shows that the very 
instrument of repression which is the puritan conscience, here, can become the vehicle 
by which the repressed desire returns. This study takes up various writers to show the 
way guilt feelings are figured across a number of texts at a particular moment in 
history. 
(ii) Post Freudian Criticism: Ego-Psychology: One of the earliest ego -
psychologists was Ernst Kris. His influential book Psychoanalytic Explorations in Art 
marked a turning point in Psychoanalytic literary criticism. His views involve: (i) 
'standards of correspondence', that is knowledge of the communal symbols on which 
the reader draws; (ii) 'standards of intent', that is knowledge of the artist's sources 
and intentions; (iii) 'standards of coherence', that is the structural unity of the poem 
(260-1). 
Norman Holland and Simon O. Lesser theorize the dynamics of response 
within the framework of ego-psychology. Simon's book Fiction and the Unconscious 
provides interpretative procedures for the literary texts according to his argument that 
form in fiction works in three ways: as an id function it gives pleasure, as a super-ego 
function it relieves guilt and anxiety, and as an ego function it facilitates perception, 
the 'single objective' being 'the communication of the expressive content in a way 
which provides a maximum amount of pleasure and minimizes guilt and anxiety' 
(125). Holland's book The Dynamics of Literary Response is a study based on the 
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extension of Freud's 'Creative writer's and day-dreaming'. He expounds that the 
source of pleasure we get from literature is derived from the transformation of the 
unconscious wishes and fears into culturally acceptable meanings. The text becomes a 
scene of collusion between author and reader round a 'core fantasy' shared by both. 
(iii) Archetypal Criticism: Jung and the Collective Unconscious: Carl 
Gustav Jung saw the mind as a centre of conflicting forces, beginning in childhood 
and following a developmental course throughout an individual's life. His theory of 
the human personality is built on the concept of a self as the true centre of the psyche 
which for Jung, comprises 'the totality of all psychic processes, conscious as well as 
unconscious' (Jacobi 5). Jung sees the life in the course of its life experience 
struggling, on the one hand, with archaic images of omnipotent selfhood, and on the 
other hand, with the demand made by social norms (Jung 65). 
(iv) Object-Relations Theory: Self and Other: Melanie Klein's work shows 
that the instincts of the body and the tensions and conflicts they give rise to again 
become a central concern. According to her the unconscious in the interaction of the 
infant's body with the external world holds a great importance. This interaction 
establishes 'object- relations', the structurings 'projected' outwards and 'introjected' 
inwards which form the pattern of the self s dealings with the world, including other 
people. 
D.W. Winnicott's empirical discovery regarding a young child's use of a 
favored soft object raised the question of the kind of interplay that was going on 
between inner and outer worlds, between fantasy and reality. Winnicott understands 
the role of fantasy as leading to illusion and a certain structure of the play. He 
designates an 'intermediate area of experience', in which the child sorts out body 
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parts from non-body parts and in doing so creates 'transitional' phenomena and 
objects (1974,1951). 
The next chapter takes up very significant developments in the field of 
Psychoanalytical literary criticism. Though there have been various other components 
of the Classical Freudian criticism also but the further study dwells only on the 
Structural and Post-Structural Psychoanalytical Criticism as that form the major 
component of the literary theories. 
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NOTES 
1. Freud's reference of Oedipus complex to Hamlet's psychological make up in 
his famous book Interpretation of Dreams created a new avenue in 
Shakespearean criticism. Ernest Jones' book Hamlet (1949) is based on the 
Freudian psychoanalytical insights in the Shakespearean drama. 
2. Course in General Linguistics, trans. Wade Baskin with an introduction by 
Jonathan Culler, Glasgow, Fontana/Collis, 1974. 
3. Barthes, Roland. 'The Death of the Author' (1968). The Image-Music-Text, 
trans. Stephen Heath, Glasgow: Fontana/Collis, Second impression, 1979. 
4. (i)Madness and Civilization: A History of Insanity in the Age of Reason. 
(1961). (abridged, trans. Richard Howard, New York Vintage/ Random 
House, 1973. 
(ii)The Order of things: An Archaeology of the Human Sciences, 1966. trans, 
from the French, New York, Vintage, 1973. 
5. For this instance see 1895d, II, 34ff. The connection of such material with 
Breuer and Freud's early theory, that "hysterics suffer mainly from 
reminiscences" (II 7) is relatively clear. Also however, the same symptom can 
be construed as fulfilling a wish not to drink, originating in this scene. This 
illustrates how the data that led Freud to frame his first hypothesis also fit the 
second. 
6. Thus in 1899 Freud wrote to his friend Wilhelm Fliess that "the dream scheme 
is capable of the most general application....the key to hysteria as well really 
lies in dreams." [1985 (1887-1904), 338]. And in his first preface he describes 
the theoretical value of the dream as that of "a paradigm" that is "the first 
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member" of a class of phenomena including "hysterical phobias, obsessions 
and delusions" (1900a Vol. V xxii). 
7. For this last reason the book establishes a notable relation between author and 
reader. In presenting his own dreams Freud asks his reader to make my 
interests his own for a quite a while, and to plunge, along with me, into the 
minutest details of my life." (1900aVol. IV 105-106). Although he reveals 
much, Freud still wants to keep his secrets. At the same time his purpose is to 
provide new ways to understand the material he presents and leaves hostage to 
his reader's penetration. So his methods point beyond what he says, to further 
conclusions about his life and feelings. 
8. It is a brief explanation of the two terms here. 'Ego' and 'Id' themselves are 
important basic concept hence are discussed elaborately later in the same 
chapter. 
9. While studying unconscious, the thing that has to be kept in mind is that 
repression differs from suppression. Repression is the banishment of certain 
desires and instincts to unconscious, while 'suppression is mere holding back 
or restraining'. 
10. The difference refers to the bent in different minds. Some are scientifically 
inclined; others are artistic in their inclination etc. 'Freud conceives 
consciousness simply as an organ of perception. One is conscious or aware of 
those mental.processes which occupy one at any given time. 
11. 'Product' refers broadly to the symbolic representation of the capabilities of 
human being through his work. What he intends to do, what he does and what 
he suppresses owing to the circumstantial bindings in his life as a social being. 
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Summary 
This chapter takes its lead from the first as here the discussion of Post 
Freudian Psychoanalytic literary criticism is taken up. The discussion is divided in 
Structural Psychoanalytic criticism and Post Structural Psychoanalytic criticism with 
reference to Lacan and Derrida respectively and the other relevant critics as well as 
studies influenced by them. This chapter holds significance in the fact that it precedes 
that component of the thesis where the major juncture of the thesis lays that is to say 
the analytical and argumentative discussion vis-a-vis Bernard Shaw and 
Psychoanalysis. The discussion of major literary insights taken up by the critics in 
Post Freudian scenario validate the discussion in the next chapter as it also holds the 
discussion involving literature (Shaw) and psychoanalysis. 
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Chapter - II 
Psychoanalytic Literary Criticism 
2.1 Structural Psychoanalytical Criticism 
2.1.1 Lacanian criticism: 
The psychoanalysis of Jacques Lacan (1901-81) could be said to have been 
founded on the failure of language to match the body. The relation between the 
identifications of objects and the accession to language is taken up by Lacan. 
According to him the unconscious is more than the source of primal instincts linked to 
ideas and images. The randomness is discarded by him and he rather believes that 
conscious and unconscious are 'asymmetrically copresent'. The inner structure maps 
the outer conceptualizing. This mapping is structured like language, linguistically. 
According to Lacanian principles of psychoanalysis an infant is an amorphous 
being, with no boundaries to its experience or of need; it does not identify the 
distinction between itself and others; it is a 'shapeless mass' of egg. Lacan extracts 
the metaphor of narcissism and mirror from Freud's concept of ego, 'On Narcissism' 
(1953; Vol. XIV). This stage of infancy is mirror stage where an infant gets the whole 
idea of its physical entity through imaginary identification with its reflection in a 
mirror. But even before this mirror reflection an infant gets the idea of its wholeness 
and completeness through others and mother is the closest being with whom it 
experiences this wholeness. Thus, when a child looks in the mirror it is delighted by 
several qualities of its own image simultaneously. The experience of being a 
shapeless mass is replaced by a sense of wholeness, an ideal completeness. Lacan 
finds this gratifying experience of a mirror-image to be metaphorically similar to an 
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unbroken union between outer and inner and a perfect control which fetches 
immediate satisfaction of desire. According to Lacan this pre-linguistic and pre-
oedipal stage is the realm of 'Imaginary'. The mother model is an illusion for the 
child since the mother does not respond to every impulse like the mirror-image. 
Imaginary precedes the mirror-stage. Before going to the next phase of infant's 
development that is 'Symbolic Order', one must digress to discuss 'desire of the 
Mother' for this concept creates a precursory gap which leads to the finding of the 
'Symbolic Order'. 'Desire of the Mother' is a double genitive which refers to both 
mother's desire and the desire for the mother. This belief is typical of the 'Imaginary-
Order' because: 
First the child imagines itself to be the desire of the mother in the sense 
that it is all that the mother desires. The child wants to become all that 
would satisfy the mother's lack, in psychoanalytical term becoming the 
'phallus' for the mother, all that would complete her desire. Second, 
the 'Desire of the Mother' is the child's own desire for the mother, as 
that part of its own experience which has been prompt to satisfy its 
needs. Hence it too is, drawn into this fantasy of completion. (Wright 
100) 
Since repression is neither experienced nor acknowledged, there is, according to 
Lacan, no unconscious at this stage, except, of course, the mother's. Both of these 
aspects of the 'Desire of the Mother' combine to keep the child's ego-concept in a 
profoundly illusory state. The concept is inadequate in that it does not signify the gap 
between a concept and its application. The gap appears with the initiation of the child 
into the order of language, what Lacan calls the 'Symbolic Order'. According to this 
concept: 
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... the structures of the language are marked with social imperatives -
the father's rules, laws and definitions, among which are those of 
'child' and 'mother'. Society's injunction that desire must wait, (ego-
psychology), that it must formulate in the constricting word whatever 
demand it may speak, is what effects the split between conscious and 
unconscious, the repression that is the tax exacted by the use of 
language. (Wright 101) 
Lacan's involvement in the Saussurean Structuralist ideology gives birth to the 
concepts of psychoanalysis which carry an impingement from Structuralism. 
Saussure's signifier/signified notion of structuring of language asserts that the link 
between them is entirely arbitrary, for any sound can be linked with any concept; once 
the combination acquires recognition the two become firmly bonded together as two 
sides of a single sheet of paper (Saussure 113 orig. 1915). The expression coined by 
Saussure for the combination: s/S where S stands for the signifier and s for the 
signified. Lacan however questions the security of the combination. Lacan's famous 
example where what appears to be the same signified, namely a door, can be marked 
with two different signifiers, 'Ladies' or 'Gentlemen' (Lodge 86). The example 
refurnished something what the linguistic-critics had already doubted, that Saussure 
ignores the problem of reference, the process whereby parts of the world come to be 
referred to as things or persons. The sign-system is prone to illusion because human 
judgments influence the identification of the signified, which can differ. Owing to 
this, a gap between signifier and signified opens up. 
Lacan very interestingly and in a very decisive manner transposes the effect of 
this division on the assigning of gender roles. According to him without language 
there is neither gender nor gender - oriented desire; the fact of having a male or 
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female body is irrelevant before the division according to Lacan. He believes that 
once inserted into a language the subject becomes at once 'discordant' with it as he 
says: 
There is nothing in the unconscious which accords with the body. The 
unconscious is discordant. The unconscious, determines the subject as 
being but as being to be crossed through with that metonymy by which 
I support desire, in so far as it is endlessly impossible to speak as such 
(qtd. in Mitchell and Rose 165) 
The unconscious is capable enough to subvert any definitive permutation provided by 
language to the subject in the chain of words. As soon as the subject is placed in the 
language-system it is bound to one gender or another. 
Another significant mark left by Lacan on the Sassurean concept is that he 
indicates the dominance of the father's signifier over the signified; he inverts 
Saussure's formula: s/S to S/s. This metaphorically suggests the place of unconscious 
desire as beneath the range of the conscious level of language, out of sight and 
unnoticed, yet able to shift unpredictably. Lacan's endeavor to clarify this subversion 
leads to another double-edged notion. He talks about the interaction between the 
Imaginary and the Symbolic in their operations upon Real. Lacan stressed Real of a 
subject inhabited by a signifier. He decentres the subject of being from its 
consciousness (qtd. in Ragland-Sullivan 187). According to Lacan the Real is the 
given field of brute existence over which the Imaginary and the Symbolic range in 
their rival attempts to control. 'The Real, therefore, is that before which the Imaginary 
falters, and over which the symbolic stumbles' (188). 
'One can say that it is that to which all reference and action has relevance, but 
which can only be handled through signifying practices' (Wright 102). In this Ecrits, 
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Lacan said the idea that the Real is to be found at a named point precedes even the 
exact sciences (197). His distinction here is between the confusion over naming a 
point and the subsequent belief that the point is then fixed (even though it may 
change). The Real itself is immoveable and complete but man's interpretations of the 
Real is moveable. The latter combines language with "self experience. The 
resulting interprets on compose "reality", but not the real. The "real" Real is both 
beyond and behind imaginary perception and symbolic discipline. Real is compared to 
a Mobius strip (a band of flat paper with one twist in it, making two sides into one), 
where Imaginary and Symbolic ambiguously meet. The strip is like the Real; the 
ambiguity of the side (s) represents the conflict between Imaginary and Symbolic. 
The Real according to Lacan is the umbilical cord of the Symbolic, the residue behind 
all articulation which cannot be eliminated (Lacan 189). This is the place where 
illusions occur. 
According to Lacan Freud's formulations 'condensation' and 'displacement' 
correspond to the basic poles of language identified by Jackobson 'as metaphor' and 
'metonymy' respectively. In 'metonymy' one thing represents another by means of 
the part standing for the whole. So, ten hands would stand for ten laborers. In 
Freudian dream interpretation an element in a dream might stand, for something else 
by 'displacement': for example, a lover who is Italian might be represented in a dream 
by, let us say, an Alfa Romeo car (Barry 112). According to Lacan this is the same as 
'metonymy', the part standing for the whole. 
In 'condensation' several symbols are compressed into one symbol, just as a 
'metaphor' like 'the ship ploughed the waves' condenses into a single item two 
different images, the ship cutting through the sea and the plough cutting through the 
soil. 
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These notions have been used by Lacan as evidence for the claim that the 
unconscious is structured like a language for here the unconscious uses these 
linguistic means of self-expression. Unconscious desire can mistake one appearance 
for another similar to it and be led to substitute one signifier for another, or it can shift 
from one thing to another associated with it, discerned as being more significant for 
desire, so producing a metonymy. Such metaphorical and metonymic effects are 
constantly at work in language without speakers being aware of it (Wright 102). 
Lacan finds an identity between language-forms and the response to 
repression: the dictum 'the unconscious is structured like a language' is more than an 
analogy, for the unconscious is born to be no more than its linguistic birth marks. The 
unconscious, the child that is born of language faces the frustration owing to the fact 
that every word indicates the absence of what it stands for; and the absence of 
satisfaction has now to be accepted. Languages impose a system of words along 
which the ego must move while the unconscious remains in search of the object it has 
lost. 
Lacan's 'metaphor-metonymy' transposition onto various linguistic and 
literary symbols gives birth to an implication of an incessant referral of the subject 
into the symbol of patriarchal law whereas it is a signifier of loss, the result of the 
split caused in the subject upon entry into the Symbolic. 
The Father's words, those definitions out of which the object-world is ready-
made for the child, are thus fraught with illusion. This is a new development in 
Freudian theory every single utterance, spoken or written, is invaded by the 
unconscious. Lacan's own style, frustrating for the reader, continually mimes this 
illusion by means of puns, innuendos and outrageous conceits. 
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Elizabeth Wright opines that the overriding impression, according to Lacanian 
principles, is that the Imaginary and the Symbolic are by no means given equal status, 
although Lacan advocates in favour of every single utterance being invaded by the 
unconscious but he is disinclined to give the unconscious any power to correct the 
order which has created it (Wright 104). 
2.2 Literary implications and applications of Lacan's theory of 
the Subject: 
The new developments in French psychoanalysis have changed the relation 
between psychoanalysis and literature. The classical psychoanalysis on one hand 
provided interpretations of actual texts; the Lacanian psychoanalytic principles on the 
other hand revitalized literary theory. Wright opines, 'With the help of such new 
theoretical understanding, approaches may indeed be made to actual texts, but it is as 
a result of the light they cast upon language and communication that they are most 
valuable' (Wright 111). According to Elizabeth Wright Lacan's own example of 
critical practice is not to be taken as exemplary. She takes Lacan's treatment of Poe's 
story for two purposes: 
(i) to explicate it as a form of textual criticism 
(ii) to use Lacan's 'Seminar on "The Purloined Letter" 'as a point of departure 
for more general critical issues, namely its implications for the reading-process (the 
unconscious as a reader) and, analogously, for the seeing-process (the unconscious as 
a viewer). 
Unlike the traditional Freudian psychoanalytic approaches to literature which 
centre on the analysis of the personal psyche, the new psychoanalytic structural 
approach centres on the workings of the text as a psyche, based on the theory that the 
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unconscious is structured like a language. Where Gradiva, for Freud, was an allegory 
of the return of the repressed, in the form of specific imagery, for Lacan, in the words 
of Elizabeth Wright: 
Poe's 'The Purloined Letter' is a symbolic repetition of a structuring 
fantasy, his linguistic version of the repetition compulsion. The way 
subjects are at the mercy of the repressive differences inculcated by the 
structure forever, projects the supremacy of the signifier over the 
subjects it brings into language, a repetition of its own creation is 
enforced upon it. ' Lacan's reading of the story concentrates on a 
repeated scene, only loosely connected with the mundane events, yet 
inadvertently structuring their dramatic import. (105) 
Here is an account of Lacan's way of reading 'The Purloined Letter': 
The Minister and the Queen are engaged in a discussion in her apartment. The 
king enters and the Minister notices that the Queen is anxious about a letter lying 
there, for not to be read by the king. The Minister stealthily replaces the letter with 
another from his pocket. The Queen helplessly observes this. Later she engages the 
prefect of the police to search for the letter from the Minister's apartments in his 
absence. He fails to do so. Then she asks detective Dupin to find the letter from the 
Minister's residence. To quote Peter Barry: 
Dupin reasons that carrying letter on his person would be too great a 
risk, but its usefulness lies in the Minister being able to produce it at 
any time, so it can't be hidden outside the house. But if it had been 
hidden inside the house the search would have discovered it, so it must 
be in the house but not hidden, sure enough, he sees the letter above 
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the mantelpiece, carelessly pusK^^n^S)jmten^tv} p#rer items of 
correspondence. (116) 
Dupin visits again and substitutes a letter for it. The original letter is returned to the 
Queen. The Minister unaware of the fact that he no longer possesses it meets his 
downfall. A note inside the fake letter reveals the truth that Dupin avenged on the 
Minister for being duped by him in love affair earlier in life. 
For Lacan the story is structured round two scenes, which he calls 'primal 
scene' and 'repetitive scene'. There is a change of locale and a repetition of a pattern 
involving three protagonists: scene one in the royal boudoir, with the king, the queen, 
and the minister; scene two in the minister's apartment, with the police, the minister, 
and Dupin. It is the repeated structure, rather than the theft itself, which interests 
Lacan: 
Thus three moments, structuring three glances, borne by three subjects, 
incarnated each time by different characters. 
The first is a glance that sees nothing: the king and the police. 
The second, a glance which sees that the first sees nothing and 
deludes itself as to the secrecy of what it hides: the Queen, then the 
Minister. 
The third sees that the first two glances leave what should be 
hidden exposed to whoever would seize it: the Minister, and finally 
Dupin. 
In order to grasp in its unity the inter-subjective complex thus 
described, we would willingly seek a model in the technique 
legendarily attributed to the ostrich attempting to shield itself from 
danger, for that technique might ultimately be qualified as political, 
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divided as it here is among three partners; the second believing itself 
invisible because the first has its head stuck in the ground, and all the 
while letting the third calmly pluck its rear. (Seminar 44) 
We can say that Lacan's analysis is more attached with viewing the text as a metaphor 
which throws light upon aspects of the unconscious, on the nature of psychoanalysis, 
and on aspects of language as against Marie Bonaparte's reading of the tale as a 
symptom of the author's neurotic inner life. Following three conclusions which can be 
reached upon for the Lacanian analysis of the story are based on the insertions of 
Symbolic-Imaginary, Signifier-Signified, metaphor-metonymy and transference 
notions: 
Lacan finds the stolen letter as a symbol of the unconscious itself. The content 
of the letter is not revealed in the story but it keeps affecting the actions of the 
characters in the tale. It is in verisimilitude with the notion of the unconscious but it 
impinges on everything we do. The nature of the content of the unconscious can be 
had only by guesses on the basis of its effects. Similarly we can infer the general 
nature of the letter's content from the anxiety it generates in the story. Freud's 
investigations resulted in confident assertions about the precise nature of the content 
of the unconscious, but Lacan's probe roots itself in his skepticism about such 
certainties. The things which might seem to give some import to our inner world have 
been purloined like the letter and one has to learn to operate without them. To quote 
Wright: 
Each time the letter is appropriated, the subject is captured by the 
signifier, for which the real letter stands: a love-letter whose content is 
never revealed, a metaphor for desire, and, pun on the common 
metonym (letter for letter). (106) 
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Another underlining aspect of Lacan's probe is the identification being sought 
between the detective and the psychoanalyst. Dupin through Lacan's revelation comes 
up as a personification of the link between the psychoanalytical aspects and the text of 
the tale. He defines the transferential structure of language and its effect. He works 
like a psychoanalyst who uses repetition and substitution in analysis: while trying to 
enable the patient to verbalize painful repressed memories, the original event is 
repeated in verbal form, but the verbal account is then substituted in the conscious 
mind for the repressed memory in the unconscious. Once it is conscious and 
verbalized, the memory is disempowered and mental well-being is restored. Dupin's 
theft of the letter from the Minister is a repetition of the Minister's theft of it from the 
Queen, and the theft is fulfilled by substitution, a false letter being used as a substitute 
for the real one (Barry 116-118). 
Finally the letter with its unknown content signifies the nature of language. 
This side of the Lacanian triangular structure re-emphasizes that language is an 
endless play of signifiers, but no simple connection with any signified content beyond 
language. The signified is always lost or purloined. Similarly the significance of the 
letter throughout the tale is exacted but we never find precisely what is signified 
within it. It is merely signification and not a sign of some specific thing. To quote 
Wright: 'If a subject tries to deny the difference, (retains the letter), there is a loss of 
contact with the symbolic, hence of determined identity, even gender. The minister 
has turned the envelope inside out and addressed it to himself [Lacan] 'in an 
extremely delicate feminine script' (Seminar 65 qtd. in Wright 107): the signifier is 
floating away from him. Sexuality (guaranteed only by different) and textuality (the 
language system) are thereby in equation, for each depends on a signifying system' 
(Wright 107). 
58 
Lacan's 'Seminar on the "The Purloined Letter" ' (1972) is the centre of all 
applicative criticism which oriented towards literature, having implications for both 
reading and writing. It evokes something from one text that can be inferred to authors, 
readers and texts in general. 
While going through a study of text in light of Lacanian psychoanalysis the 
attraction of the text lies in a disclosure, of veiled turning to be unveiled, of characters 
who face shock at this unveiling. The 'Seminar on "The Purloined Letter'" is an 
amazing example of Lacan's way of extracting psychoanalytical imports in the 
structural notions of the text. Great expectations are juxtaposed to sudden reversal in 
analysis: the detective story with its collocating of clues by a detective/analysist with 
understanding of transferential structure of language (letter stands as a construct of 
language). 'Oedipus, the would-be detective, expects to read the letter according to 
his narcissistic dream of kingly knowledge, but finds what is unveiled is his 
blindness' (Wright 111). This illusion not only hands over the characters but writer 
and reader also, according to Lacan, find an enticement and pleasure in the letter in 
which they get expressed through the embodiment of their unconscious. 'They can 
each play Dupin and Minister upon each other. One can have his desire while the 
other lacks, and vice-versa: hence Lacan's claim that desire and lack are together 
shared by them both' (Wright 111). The desire's inducement on his part which is the 
desire of the other, as well, the reader may set in to explore the 'images beyond what 
the text may apparently control' (Wright 111). The symbolic may be subverted, but 
only to the level of unveiling an unperceived figure, the one hidden in full view 
whereas in the past to subserve interpretation leading to extract universal meaning 
was the chief aim of image study. Lacan views the new meanings as the 
manifestations of the shifting desires in language. 
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Also, the awareness of the Other is required by psychoanalysis and the reading 
process. Like Lacan's grey area (Ecrits 197), the Mobius strip over which the 
purloining takes place where the power of the letter, of interest to kings and the police 
implies an Other for both of them, not a transcendental signified, but language, of 
language, of which it is not the case that only two can play. Lacan's aim is not just 
converting analysis into the 'relation of two phantasmic communications' but to 
orient 'psychoanalysis toward the kernel of the Real in the heart of experience. Here, 
the Real refers to the trauma and impact that first created the human subject in terms 
of division and Desire, an impact which never ceases to command the paths of 
behavior and language, (qtd. in Wright 112). This, according to Wright, complicates 
the implication of any act of reading and writing for it underlines the task of modern 
psychoanalysis of being a general role play in theory. 'What is wanted is not a spade, 
but a pen'(Wright 112). 
The Reader/Writer focus on psychoanalysis implies two things: reader/writer 
being considered as a site where meaning is produced and the distinction between the 
two blurs to the extent of negligibility and the second aspect is that the reader and 
writer are turned alike owing to all-pervasive phenomena of transference in reading 
and structures of desires in reading. The psychoanalytic criticism in structuralism 
focuses on the reader in the text, both text of life and literary text, both determined by 
history and hence written before the subject arrives on the scene. 
In post-Structuralist psychoanalytic criticism the reader can reason out a new 
meaning, shattering the old power and extracting new power by exposing the text as 
self-contradictory. Lacan challenges the readings of Freud as being humanist (Ernst 
Kris) or biologist (Salloway) as against Freud's being a semiotician. And above all, to 
quote Wright, 'Freud's texts too are at odds with themselves and cannot be frozen into 
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a meta-psychology' (Wright 112). But in both structuralism as well as post-
structuralism the reader writer distinction is not at all valid because making sense of 
the sign-system implicates both: each is caught in the net of signs, is up against 
language. Wright says that reading, writing and criticism are part of a continuum 
whereby readers write in the act of reading and writers are shown to read in the act of 
writing. Texts can be made to turn upon themselves, meaning both less and more than 
the writer may have extended. The psychoanalytic concept of transference in its 
extended form has changed the way in which the production of meaning is to be 
conceived, as in Roland Barthes' A Lover's Discourse (1979) and Shoshna Felman's 
'Turning the screw of interpretation' (1977). Both focus on the dilemma of the 
reader/lover transference, although in different ways. 
In her article 'Turning the screw of interpretation' (1977) Shoshna Felman is 
concerned precisely with keeping the text open and on the move. The text in question 
here is Henry James's The Turn of the Screw. 
She shows how the discourse of the critics is caught up within the 
transferential structures of the story so that one set of unwitting 
analysands (the critics) are merely repeating the antics of another set of 
unwitting analysands (the characters). The act of interpretation 
('turning the screw') links literature and psychoanalysis in a joint and 
hazardous enterprise, since both set the process of transference going, 
unbeknownst to naive and sophisticated readers alike, who believe 
there is a meaning there to be disclosed. (Wright 117) 
The story is set in a large country house. A new governess takes charge of two young 
children in the absence of the owner, their uncle and guardian. She is assisted by the 
housekeeper, Mrs. Grose, and hindered by what she takes to be the 'ghosts' of two 
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past servants who appear to visit at intervals. Felman probes whether the governess is 
trying to save her charges from the evil (the ghosts exists) or whether the governess is 
hopelessly neurotic (the ghosts thereby being the projection of her repressed passion 
for the absent master). In an elaborate deliberation Felman projects the efforts on both 
sides to be doomed, already anticipated by the canny/uncanny textual strategies she 
uncovers: 
The reader of the Turn of the Screw can choose either to believe the 
governess and thus to behave like Mrs. Grose, or not to believe the 
governess, and thus to behave precisely like the governess. Since it is 
the governess who within the text plays the role of suspicious reader, 
occupies the place of the interpreter, to suspect that and that position is 
therefore, to take it. To demystify the governess is only possible on one 
condition: the condition of repeating the governess's very gesture. The 
text thus constitutes a reading of its two possible readings, both of 
which, in the course of that reading, it deconconstructs. (Felman 190) 
Critics observe that Felman deconstructs because she knows the transferential 
structure of the language that is she 'knows what to repeat' as Johnson would put it 
(Johnson 496). Felman acts as anal-seeing reader/analyst who knows the crux of the 
transferential structure of the language which the reader would take as their capture. 
As Elizabeth Wright puts it: 
She is the analyst, anticipating the capture of her analysand - readers, 
neatly turning their very misreadings against them, while making 
James, Freud and Lacan work for her own reading strategy, by citing 
them out of context, as part of a general intertext. (Wright 117) 
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And Felman endorses this view when she says: 'I didn't describe to you the purpose 
of it ... at all, I described to you ... the effect of it - which is a very different thing' 
(Felman 94 citing James, The Sacred Fount). And 'The unconscious ... is most 
misleading when it is caught in the act (Felman 199 citing Lacan). 
As already witnessed Lacanian model of transference takes the analyst to be 
absent in order to facilitate the analysing by the analysand, this way the analyst is 
denied the role of 'subject presumed to know', playing dummy instead (Lacan 1977a 
229). In the context of Felman's probe the subject-turned-dummy is a master who will 
not play, both within the story (the owner of the house to whom the governess 
addresses letters), and outside the story (the author of the text who is addressed 
regarding the meaning of the tale). Felman expresses: 'The Master's discourse is very 
like the condition of the unconscious as such; Law itself is but a form of censorship' 
(Felman 145). Thus she makes object-language of the text act as her meta-
commentary, in the words of Wright: "the story won't tell", said Douglas "not in any 
literal, vulgar way" (106). The literal is the vulgar because it hails signifier to 
signified, stopping the production of meaning, closing up the gap that is the 
conscious, the 'won't tell'. 
Felman emphasizes the rhetoric functioning of the text, its putting off of 
meaning through figures of desire, 'how' the story means, rather than 'what' it means 
(Felman 119). In the story Jamesian metaphor for transference is enlisted as a 
metaphor for transference because it becomes a part of the sequences of the 
transferential structure. Elizabeth Wright in this context discusses that: 
...it [the metaphor] becomes part of a chain, seeing-reading-
interpreting-viewing through the eyes of the unconscious, links by 
which meaning is transferred and agonized over: 'what it was most 
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impossible to get rid of was the cruel idea that whatever I [the 
children] had seen, Miles and Flora [the children] saw more - things 
terrible and unguessable and that sprang from dreadful passages of 
intercourse in the past' (Felman 158 citing James). The business of 
passing on the story involves both the actual transferring of a 
manuscript, and the transference of love between the couples who pass 
it on, and this, in turn requires the exchange of looks: "Yes, she was in 
love ... / saw it, and she saw I saw it; but neither of us spoke of i t" ' 
(Felman 132 citing James; her italics). The manuscript, since it was 
sent through the post, had (presumes Felman) an address on it: the 
story of the governess is a letter and a story about letters. Hence 'letter' 
becomes a metaphor of the manuscript of the story and of the narrative 
as a whole, sent to the reader. There is thus a parallel between the 
letters in the story we and the characters never get to read and the story 
as a whole which defeats our reading, but which nevertheless 
determines a story (for the readers in the text) and a history (for the 
critics, in the world)'. Thus in the story the governess begins as 
detective and ends up as analysand, reactivating her past traumas. 
Instead of the reader getting hold of the story, says Felman, the reading 
effect is that of the story getting hold of readers, catching them out in a 
fiction of mastery. (Wright 118-9) 
2.3 Post-structural Psychoanalysis; 
In the discussion on structural ideology the focus was on reading and writing as 
interdependent activities so much so that both involve a continuing act of 
interpretation that is never final. The psyche of the readers and writers was the centre 
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of emphasis and the way they were being written by the very text they thought they 
were reading. It is for this reason that Elizabeth Wright tries to sort out the two phases 
by entitling them as: 'Psyche as Text' (Structural) and 'Text as Psyche' (Post-
Structural). 
Derrida's sustained attack on the western metaphysical tradition is based in a 
notion of writing as devalued and repressed by that tradition. Almost all the activities 
which sort out the world into differing units are under paradigmatic scrutiny which 
included writing. Where Lacan stresses the supremacy of the signifier in determining 
subjects in their acts, Derrida finds the signifier not so supreme and he substitutes and 
resubstitutes a set of terms of his own devising in pursuit of that argument. He shows 
how the text undermines itself and the terms like 'writing', 'trace', 'difference', 
'dissemination', show this undermining under Derridean treatment. According to him 
writing represses and reveals desire ('writing is unthinkable without repression" (In 
Writing and Difference 226). Words, whether spoken or written, are subject to 
'difference', differing from and deferring and transient fixation of meaning. Derrida 
refers to the process as, the sign being 'under erasure', the rubbing out being 
performed by past memories ('traces in the unconscious, 'archives which are always 
already transcriptions' (211), not copies, but unconscious interpretations. Thus 
Derrida finds the unconscious to be a weave of pure traces, whereas Lacan believes 
the unconscious to be structured like a language. The former believes the unconscious 
to be operative in language all the time and the latter finds that the entire 
Unconscious, like a language. According to Elizabeth Wright more than the matter of 
being different it is a matter of marked distinction; Lacan places the spotlight on 
language's imposition of a mould which creates the unconscious, Derrida places it 
upon the ability of the unconscious to escape the mould (Wright 121). Also because 
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both the masters work in different forte, Lacan thereby being a psychoanalyst uses 
texts as illustrative material for a theory of the production of the subject in relation to 
language and thus 'subject' is his primary concern; Derrida being a philosopher looks 
at texts in order to undermine their power over subjects and thus Wright illustrates 
this in critiques of Poe and Kafka respectively (Wright 121). Derrida's reading of 
Freud is rooted in his notion that the unconscious, through memories non-verbal as 
well as verbal, becomes active in the production of meaning, its traces being present 
in every word. Wright observes that Derrida's derivation from his reading of Freud is 
not only a deconstruction of Freud's texts but a self-reflection upon the very activity 
of deconstruction itself. Infact, Freud's discovery of the unconscious prepared the 
way 'both for a theory of textual deconstruction and for a deconstruction of the mode 
of that discovery'. For Derrida, Freud becomes a Derridean 'avant la lettre', 
paradoxically, by showing this very idiom to be mere figure of speech/writing. There 
is no 'before the letter': the subject is the subject of writing, both its product (as 
already written) and its producer (as rewriting the written). According to Derrida, 
while describing the perceptual apparatus through the terms that illustrate this double 
movement, 'Freud performs for us the scene of writing' (229). The metaphors of 
which Freud avails himself describe a graphic system of representation; Derrida 
pursues these images of writing through a series of texts spanning thirty years: 
From the Project (1985) to the 'Note upon the Mystic Writing-Pad' 
(1925), a strange procession: problematic of breaching is elaborated 
only to conform increasingly to metaphoric of the written trace. From a 
system of traces functioning according to a model which Freud would 
have preferred to be a natural one, and from which writing is entirely 
absent, we proceed toward a configuration of traces which can no 
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longer be represented except by the structure and functioning of 
writing. (200) 
That is to say, Freud's neurological metaphors, such as 'breaching', (Bahnung), can 
retrospectively be seen to perform the movements of writing, instituting 'difference' 
among a set of resistant neurons that 'breach' and thus record the traces in response to 
external stimuli, these traces are continually left in the memory. They are not to be 
conceived of as emerging pristine at some future date. According to Freud they 
already exist loaded with feelings of fear and desire, but are open to further 
interpretation (as his example of 'Emma' shows (353-4; vol.1). Like the dream-
thoughts in Freud's theory of dream interpretation they cannot be directly transcribed 
but have to be 'reproduced', after the event' (Wright 121-22). Derrida's pursuit of the 
metaphor: the psyche as a writing machine with a potentially disruptive element built 
in it, is rooted in, Freud's 'Note upon the mystic Writing-Pad'. 
The perceptual apparatus and this writing apparatus have been detected to be 
having three analogies by Freud, which Derrida studies: 
(1) the celluloid or the paper on which one writes on the mystic writing-pad 
relates to the defense that the psyche institutes for itself against any invasion from 
outside stimuli; 
(2) the paper in the writing-pad is re-usable : this fact corresponds to the endless 
capacity of the perceptual system for responding to sensory stimuli without becoming 
burdened in any way; 
(3) the impressions that actually remain on the underlying wax - are 'legible in 
suitable lights', as Freud has put it (230; vol. 14) - stand for unconscious traces which 
remain hidden in the unconscious. 
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Derrida undertakes to study writing metaphor through the third analogy; 
according to him the impressions that actually remain on the underlying wax and 
bring out continuous interaction with the succeeding script. This process is analogous 
to the working of unconscious, in that it is active at complex and profound levels as 
the marks of repression are inscribed. Blurrings and blottings take place beneath the 
concealing paper. For Derrida this comes as the possibility of the unconscious being 
active in all experience (of the celluloid protection mechanism of psyche) with the 
signifiers of the repressive order. This also leads to his notion of the deconstructive 
potential of all reading which, according to him, is only a form of re-writing that is 
explained as: 'becoming legible in certain lights'. 
But Derrida points towards the inadequacy of the model: in using a material 
metaphor for the psyche, Freud is omitting its spontaneity. He did not see the 
significance of his own metaphor: that the unconscious is actively productive in the 
signifying system. The discoverer of the unconscious has had his writings examined 
for their unconscious effects. Freud saw the mind as being inscribed upon by what it 
perceived. Thus a mechanical image of the brain was inadequate in itself to account 
for the influences of history. (Wright 123) 
Derrida focuses on the signifier and proposes that all the forms involved in the 
construction of the signifier be taken as the centre of attention than the logocentric 
fixation upon illusory signifieds. The unconscious is hypersensitive to the signifying 
machines of repression. Derrida quotes Freud as noting the link of pen and penis, 
writing on white paper and sexual penetration, and praises Melanie Klein for her 
revelation of the way school activities - we might rename the three Rs as Reading, 
Writing and Repression - show the presence of strong unconscious investment. 
(Wright 123) 
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According to Derrida the teaching of reading and writing is in both method and 
content the establishment on the channeling of desire, and sexuality will invade them 
both. The deconstructive notions of Derrida come in same line with the ambivalence 
of Klein's good and bad objects co-present in the equipment of writing, 'an uncaring 
mingling', 'writing as sweet nourishment or excrement, the trace as seed or mortal 
germ, wealth or weapon, detritus and/or penis etc ' (In Writing and Difference 231). 
This is the theme of deconstruction itself - literature being questioned with, 
juxtaposed notions of whether it is 'wealth' generously spread for readers or a 
'weapon' to be used against authority or whether writing is the chief instrument of 
repression, or is it the means by which the symbolic may be subverted. 
2,4 Freud's Studies on Jokes: 
After the deconstructive critique of Freud, the next mode of reading Freud 
came in the form of studying the jokes and the uncanny as formulated by Freud in his 
works: Jokes and their Relation to the Unconscious (1905) and 'The Uncanny' 
(1919). According to the critics the content of his theory relating to the jokes and the 
uncanny is not that important but what is significant is the way his writing reveals or 
conceals unconscious intention. Jokes and the unconscious are analogous in that the 
uncanny works like a joke and the joke has a part of uncanny; both are engaged in the 
double movement of the return of the repressed and the return of repression. 
Freud's investigation into Jokes and their Relation to the Unconscious (1905) 
and his inquiry into 'The Uncanny' (1919) provide material for deconstructive 
insights. Samuel Weber in his The Legend of Freud (1982) shows 'the conflictual 
dynamics of the unconscious' at work in the very theory of the conscious. He 
undermines the duplicity in the theory of the jokes which Freud detects in the ego's 
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attempts to systematize the external in response to its narcissistic desires. The 
discussion on jokes gives a proper estimation of the force of unconscious. 
Ego-psychology assumes that the pleasure gained from the jokes is due to its 
bringing about the play of energies in the psyche, for the ultimate benefit of the 
rational ego, which emerges refused and fortified (Wright 125). Deconstructive 
criticism of Freud, however, finds in his theory of the joke (1905) an anticipation of 
his theory of narcissism (1914), with a consequent shift of emphasis through the 
works of Mehlman and Weber. The ego is no longer seen as a force that synthesizes 
and stabilizes, but as an ego committed to the affirmation of its illusory power. 
Weber's study centers on his questioning of the distinction Freud maintains 
between the 'innocent' joke of pure pleasure and the 'tendentious' joke, the joke with 
a purpose. Freud's three stages in the evolution of the joke: The first one is based 'at 
the level of child's delight in games of recognition, which often manifests itself in 
verbal play, for 'children, who, as we know, are in the habit of treating words as 
things, tend to expect words to have the same meaning behind them' (120; vol. 8). 
The pleasure of such recognition, Freud maintains, does not come from a sense of 
power but from a saving of 'psychic' energy' (Wright 125). This saved psychic 
energy is enjoyable for, according to Weber 'it saves the effort of discriminating and 
'the games founded on this pleasure make use of the mechanism of damning up only 
in order to increase the amount of such pleasure' (Freud 122; Vol.8). This pretence of 
frustration on the child's part, making the play not quite so innocent, is a throw-away 
insight that should perhaps be attributed to Freud. 
At the level of the second stage the joke graduates to the 'jest'. It caters to the 
need of growing demands of the intellect, which is not fulfilled with mere absurd play 
of words. Although there is a meaning, it does not produce result: 'the meaning of the 
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joke is merely to protect that pleasure from being done away with by criticism' (131; 
Vol. 8. The jest differs from the joke on the account of being solely a pleasure-giving 
notion. 
The third stage, then, is the joke proper, the 'tendentious' joke, in which there 
is a distinct purpose, taking the form of challenging either a person or a social 
inhibition. There are two forms, the hostile and the obscene: the first giving the 
opportunity to express 'aggressiveness, satire, or defense', the second 'serving the 
purpose of an exposure' (97; Vol. 8). The verbal play is now working in conjunction 
with this tendentious purpose. 
Weber's deconstructive insight looks to dismantle the distinction between the 
'innocent' core and the 'tendentious' caring. The continuum of the playful aspect of 
the joke in Freudian intent is negating a narcissistic desire according to Weber. This 
makes all that is alien in the external, same with unity. Even a rhyme is an attempt at 
reducing the difference and extract sameness, as Weber puts it, serving 'the interests 
of the narcissistic ego bent upon reducing alterity to a variation of identity' (Weber 
98). Elizabeth Wright exemplifies this with a well known post-Freudian Jewish joke 
which employs a Jewish practice of using a rhyming tag as a dismissive gesture, one 
that denies difference. It is about the Jewish mother, who on being told about the 
Oedipus complex, says: 
'Oedipus-Schmoedipus - What does it matter as long as he loves his 
mother?' In the very rejection of the classification she is exemplifying 
the actual narcissistic idealization which it defines. The play on words 
can hardly be defined as innocent. (127) 
The Joke is in fact a place of conflict and not simply a 'comforting collusion' in 
which temporarily the demands of repression effect a relief. Freud while dealing with 
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the notion of the third type of joke finds it to be embedded in a three-person situation: 
The teller requires a listener as 'ally': the first and the third person are thus linked in 
being in an alliance against the second person or object, the butt of the joke. Weber 
unravels Freud's distinction by zeroing on the position of the third person, the 
listener. It is the combination of a spontaneous unconscious element (the laughter 
itself) with a desire for complicity with the other ('the third person'). The 'third 
person' symbolizes ambivalence in that it represents the spontaneous break through of 
the id through the physical let out: laughter and it also stands for the superego which 
'characteristically voices its demands in the public grammatical third person'. The 
other being an accomplice reaffirms the narcissistic confidence in the 'continuity of 
Self and Other'. The ambivalence in the third person is analogous to the fusion of the 
first and third persons thereby making id and superego identical in the illusion of the 
joke. In the words of Freud: 
'The third person is the nameless Other who is listening to you; the 
laughter is an id confirmation of a superego agreement. The 'classical' 
double-bind in the superego's command to the ego - 'Be like me! Be 
Yourself!' - is thus apparently resolved. (107; vol. 8) 
The readiness of the hearer to provide such a laugh, however, exposes him to be 
caught out by an unscrupulous teller. There are jokes which capitalize upon the joke 
situation itself, exploiting the hearer's willingness to challenge the taboo. Weber 
considers the most narcissistic of jokes to be the take in joke. The distinction between 
the private and the public definition of the self is precisely one where the joke of the 
gap between interpretation and action can go several ways at once for there is more 
than one interpretation of an action. 
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Some of Freuds' most interesting speculations on literature emerge when he 
avoids the two previously discussed psychoanalytic approaches to art - teaching 
invented characters as real people with real parts that can be analyzed, or assuming 
that one can understand a work of art fully by analyzing the author's childhood sexual 
fantasies, psychic motivations, etc. In his article "The Uncanny' he explores a single 
concept, as it treads its way through literature and life. 'The Uncanny' is a 
manifestation of insightful speculation and heavy -handed readings to combine 
together. For Freud, the feeling of the 'uncanny' is an aesthetic concept which he tries 
to explore for its meaning. He discusses the term uncanny (in German, unheimlich) as 
a specific form of frightening phenomenon that we find in literature and life. When 
we encounter the uncanny we are left feeling spooked and perhaps, uncertain of the 
exact source of that fear. What strikes people as frightening varies from person to 
person. In the article, Freud attempts to find a common thread amongst differing 
forms of the uncanny. He traces the changing meanings of 'unheimlich' and he also 
analyzes a number of literary works that he considers uncanny. He comes to the 
following conclusion about what unites all these experiences when he says: 'the 
uncanny is that class of the frightening which leads back to what is known of old and 
long father'(340; vol. 18). 
Freud's essay is a long critique; Helene Cixous' study of it gives all its 
peregrinations (Cixous, 1976). 'The Uncanny' is divided into three sections whose 
subject matter overlaps. The first course involves studying the connotations of the 
words heilmlich and unheimlich. Freud observes that the distinction between them is 
into as exclusive as it may appear, but that heilmlich contains within itself a secret, in 
that the word signifies on the one hand the familiar and domestic, and on the other 
what is concealed and hidden, the two meanings coexisting: 'Thus, heimlich is a word 
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the meaning of which develops in the direction of ambivalence, until it finally 
coincides with its opposite, unheimlich' (226; vol. 17). The second course involves 
taking a more tortuous path, one that branches out in two main directions. Freud is 
concerned with a close scrutiny of a variety of uncanny phenomena, and he proceeds 
by way of free association. In the first instance this leads to Hoffmann's 'Sandman', 
its uncanny effects. [Hoffman's story is a complex narrative, beginning with three 
letters and continuing with a third - person narrator, who makes intermittent appeals 
to the reader. The plot concerns the fortunes of a student, named Nathanael, who is 
suffering from a haunting childhood memory, to do with a lawyer named Coppelius 
who used to come to the house on a mysterious errand, and whom the boy associated 
with the grim nursery tale of the 'Sandman', a bogey figure who threatens the eyes of 
children. Nathanael recalls how on one occasion he is caught spying and is 
manhandled and nearly blinded by Coppelius. The dreadful memory is revived by a 
visit from a seller of spectacles and telescopes, named Coppola, and by a figure 
associated with him, the Professor Spalanzani. Nathanael is caught between the 
desires for the latter's daughter, Olympia, and the girl to whom he is betrothed, Clara. 
Olympia turns out to be a mechanical doll and is torn to pieces before his eyes by the 
two men. A further incident, in which a variety of motifs combine, causes him to 
jump to his death.] In the story the uncanny effect lies in the hero's fear of losing his 
eyes to the Sandman, then the motif of the double as the primitive man's 'harbinger of 
death', the compulsion to repeat, the dread of the 'evil eye' as part of an animistic 
world-view as Freud says, 'The unheimlich is what was once heimlich, familiar; the 
prefix 'un' is the token of repression' (245; vol. 17). The third course involves 
Freud's taking to the testing of this insight and the assuaging of a number of doubts, 
involving the role of the repression in producing the uncanny. He explores that when 
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do such bizarre motifs as dismembered limbs, buried alive, death and the return of the 
dead produce an uncanny effect and when do they not? Also, he endorses a crucial 
move from psychology to aesthetics: what is the distinction between the uncanny of 
the immediate experience and the uncanny of fiction? 
The deconstructionists like Cixous and structuralist critics have lent many 
readings to the Freudian piece. The views of the critics by and large portray the fact 
that it would be a mistake to let Freud's analysis of Hoffmann be the last word on the 
uncanny. Wright to quote: 
'What is precisely the inadequacy of his interpretation, and how this 
inadequacy has produced a whole series of after-effects. As was the 
case with the stories of Poe and James, Hoffmann's tale and Freud's 
essay are yet another 'case' of transference - story par excellence'. 
(Wright 128) 
The central issue of the essay is the extent of ambivalence in fiction and reality. The 
way the uncanny lies on that problematic boundary between fiction and reality 
absorbs the spotlight in the essay and Freud is biased towards keeping them firmly 
apart. Freud's study centers on the castration complex, which for him is the source of 
the uncanny in Hoffmann's story. Freud dabbles with the attempt of discovering the 
truth in fiction having acknowledged that there is fiction in truth. 
Elizabeth Wright analyzes Freud's discussion of Hoffmann's story in 'The 
Uncanny' by categorizing three omissions regarding literary perspective. These carry 
structuralist and deconstructive aura as they are inspired by critics like Hertz, 1979 
(he studies within a Bloomian framework) and Kittler, 1977 (he studies within a 
Lacanian/Foucauldian framework). The general observation of the critics is that Freud 
has ignored the narrative strategies and textual devices employed 
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(consciously/unconsciously) by Hoffmann. According to Wright, 'The Sandman' 
itself illustrates what psychoanalysis has to do with text structures: the return of the 
repressed works at the level of narration, plot and figuration. 
Firstly, Freud does not mention a narrator who speaks of his desire and 
entwines reader, author and character; not only the narrator, but also the hero has 
some trouble in the beginning. Hoffman begins the story with a cunning planting of 
the three letters whose 'real'/'fictitious' status is unfolded by him and Freud ignores 
this tendentious unfolding. 
Secondly, at the level of plot of story does not enact the return of the repressed 
solely in the figure of the Sandman. According to Wright there is a repetition in the 
structure besides the content. The structure of delay is repeated, that is to say the 
delay of the death, the scenes of dismemberment, the unscrewing and rescrewing of 
the child Nathanael's limbs in the spying scene, the violent death of the Father, the 
tearing apart of the doll, and Nathanael's brains dashed out on the pavement, all these 
incidents repeat a feeling of the death which has been repeatedly delayed. The 
structural implication of this delay is perhaps creating a heightened expectation for the 
consummation i.e. death; the plot performs a detour to death, as Wright puts it. 
Thirdly and finally at the level of figuration the effect of the uncanny has been 
perceived by the critics to be most clear. Neil Hertz's 'Freud and the Sandman' in 
Textual Strategies: Perspectives in Post-Structural Criticism (296-321) presents a 
brilliant study of the Freudian critique. Wright extracts her observation from the same, 
'To restore color to fading images is to invest with desire. Both the narrator and 
Nathanael have trouble in describing the brilliant colors of their inner vision and feel 
impelled to add even more color to the narrative, to keep alive the images which 
torment them (and by further extension the reader), to stop them from fading, to play 
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and replay the compulsive fantasy. Hence the images of glowing grains of coal, 
dazzling eye-glasses, blood-red rays, bleeding eyes, warm glances, soul-scorching 
words. Such figures of repetition (disregarded by Freud) are at their most uncanny 
when they are seen as 'merely coloring, that is, when it comes to seem most 
gratuitously' (Hertz 301), for at that moment one does not know what it is that is 
doing the turning (Wright 132). The psychoanalysis is also said to have been put 
down with the omissions by Freud according to the critics. While finding eyes and 
penis analogous under the light of literal castration he overlooks the notion that eyes 
are the most powerful organs of desire and ignores the relation between perception 
and desires, in particular that moment when the child 'perceives' what the mother 
'lacks'. The eye, therefore takes on a special significance because it bears such a 
threat to desire, both for its role in this discovery and as an organ of perception, itself 
part of the satisfaction of desire. Loss of eyes becomes a metaphor for the 
dismembering of the self-image and subsequent loss of identity. Another aspect of the 
psychoanalysis being not taken up to the full potential by Freud is in the context of 
narcissism, notes Bernard Rubin, in 'Freud and Hoffmann : 'The Sandman' (205-17). 
According to him Freud's repressing everything Hoffmann that allows to emerge, is a 
blow to narcissism. 'The double, once a comforting spare soul, because at a later stage 
of civilization, 'a thing of terror" (Rubin 236 qtd. in Wright 133). 
According to Wright, above all, the uncanny is explained in experience by 
Freud: as a revival of an infantile complex or as a reviving of an animistic mode of 
perception, or both, but he has none for the uncanny in fiction. Fiction itself has more 
resources of the uncanny in that Freud spins out his own narrative and he seems to 
need more and more fiction in order to keep the uncanny off, perhaps, in the words of 
Wright, 'hoping that death may be indefinitely postponed'. Freud has propagated the 
notion of castration in an infinite play of substitution, opirtgis,J>ertidfl;c^&'Knding 
explications from the fiction like Hoffmann's story and some other literary examples 
and allusions (Dissemination). What is worth noting here is that fiction comes as 
something required as a supplement to life endorsing the fear that there were 
supplementary resources to be found there. Thus in his essay, what he left out of 
Hoffmann's story is displayed by Freud: images of death and dismemberment, anxiety 
regarding unbinding operations of the primary process. Hence death, the final 
castration, the uncanniest thing of all, can only return in fiction. 
The uncanny being treated in Hoffmann's story thus explicates the notion that 
literature and arts can present us with forms of the uncanny that life cannot, because 
the writer/artist has more access to illusion. He can contextualize as he wishes, choose 
whatever frame he likes, and discuss illusion. Whereas in life one is at the mercy of 
repetition, the artist can play with the repressed. Elizabeth Wright says that it is here 
that the uncanny rejoins the joke. Both the trickster and artist can 'turn' the 
listener/reader and make her participates in a shift of desire. The result can be the 
changing of the old categorizations; the text may be re-interpreted, the poem 
reframed, the poem rewritten, indefinitely (Wright 134). 
Harold Bloom's deconstructive approaches to Freud witness the return of the 
author who, in 1968, was declared to be dead by Roland Barthes in its structuralist 
critique. Bloom's anxiety of influence is his notion of the return of the repressed. The 
author not only returns but expects to be recognized. But this recognition is sought 
from the site of the poem itself and this seeking comes to the elect only: that is to say, 
a chosen poet/critic feels himself overcome by 'election-love' (Misreading 51), as if a 
divine gift was bestowed on him. The gift that is, the act of seeking recognition turns 
into a powerful fixation, which according to Bloom is an analogy to the Freudian 
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notion of primal repression. The unconscious of the young poets gets under a spell of 
the influence of the poetic father-figure. Young poet is the 'ephebe' and the father-
figure is the 'precursor'. The Bloomian form of transference is manifested in the 
intertextual, rivalry set off by the 'ephebe' - 'precursor' interaction. Bloom believes 
that ephebe (mis) reads the precursor and the critic (mis) reads the ephebe-precursor 
relationship and thus he concludes that criticism is rhetoric of challenge of a 
newcomer to the work of an established poet which takes essentially the form of a 
turning of his meaning, a troping. This arises from the newcomer's reactions of 
defense against the strong paternal assertion, for each major trope identified by 
classical rhetoric can be matched, according to Bloom, with certain psychic defenses. 
As compared to Hoffmann's study by Freud, the Bloomian study of Freud's uncanny 
translates the previous suffering anxiety as death as castration to a threat, to his poetic 
strength and his priority. A newcomer is converted into a 'strong' poet in the final 
stage by the anxiety of influence and is marked by the moment when the precursor's 
image-structure appears uncannily in the new-comer's poem, as if it were now his. 
Early and late have become reversed and it is for this reason that it is uncanny. 
Introjection of the precursor's images and projection of the reappearance as the 
newcomers are the defence mechanisms put in play. The spell of the uncanny in the 
resurgence of the precursor is strong enough to make the late-comer (the new poet) 
seem to be the true author. 'Freud has hardly anything to envy in Hoffmann for his 
"art" or "craftiness" in provoking the unheimliche effect' to use the phrases of 
Helene Cixous (547). Thus the Bloomian insight finds that Freud successfully tropes 
against the precursor's id and thus this strength of his poetic-will, lends him triumph 
over time and death. Bloom opines, 'tropes are necessary errors about language, 
defending ultimately against the deathly dangers of literal meaning {The Anxiety of 
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Influence 94). Since desire has been stopped so the literal meaning is death. Bloom 
reads Freud 'antithetically', as Wright puts it that is as one strong poet reads another 
strong poet, against the establishment. 
According to this antithetical viewing of Freud by Bloom, in the essay 'The 
Uncanny', Freud stumbles upon a psychology of the sublime. But this is mere 
stumbling and Freud moves on neglecting a well-established philosophical tradition of 
what Bloom calls the 'negative sublime'. The importance of the great feeling than of 
great thoughts overtakes the classical emphasis on rule and order. The great feelings 
can be of terror which can mingle with awe through illusive omnipotence of 
narcissism. This is the misreading which according to Bloom is imbibed in Freud's 
'strong' reading of 'The Sandman' for he reduces the uncanny to an infantile and 
archaic complex. He argues that Freud's poetic will turns canny into the uncanny 
which he ignores again due to the misreading. According to Wright, Bloom finds that 
Hoffmann seems to trope excessively to hide the repressed, namely the return of 
death, 'It is not naming that counts, and which results in what Bloom in another 
context calls an over-determination of language and an underestimation of meaning. 
Freud repeats this configuration in transference to Hoffmann: the figural is a defense 
against death. The sublime, as Bloom will argue, is the overcoming of the catastrophe 
of death, or rather of being born into death' (Wright 137). 
Critics have found Bloom's Freud to be very much literary. He makes 'The 
Uncanny' a juncture to link a group of Freud's metapsychological texts, concerned 
with the concept of defense ('Freud and Sublime', in Bloom 1982). Such a study is 
about the precursor that is a poet/self who finds a new poem already written instead of 
his. He can only snatch victory from defeat by rising sublimely to the occasion. For 
e.g.: Beyond the Pleasure Principle overcomes the catastrophe of falling in love with 
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the self. For Bloom body is equally significant: anxiety is his pleasure. The process of 
producing a poem is similar to reliving the primal anxiety. For producing poetry 
repression is a necessary condition for it produces the rhetorical strategies overcoming 
anxiety. The sublime is the outcome of repression, not of sublimation because the 
energies are sexual and have not their desire-quality: the uncanny imagination 
produces poems. Bloom gets into the Romantic poetry in order to explicate his 
theories: he is of the view that the sublime (of the poetic will) produces the dominant 
lyric form of 'post-Enlightenment literature'. The 'High Romantic Crisis-poem' 
celebrates the triumph of the poetic will. Bloom revives the notion of an individual 
poet and poetic gene. 'It seems as if the Romantics had to overcome the rules of their 
neo-classical fathers to follow (Mother) nature, the point being that they do not follow 
nature, and hence one might also see it, as Bloom does not, as a, rebellion against the 
Mother', opines Wright with regards to the Bloomian insight into Romantic literary 
tradition. This characteristic feature of rebelling against the tradition was set after 
Milton; Bloom observes that poets after Milton have to be 'strong' to fight against the 
tradition, competing against one another, instead of laboring in the service of 
representation. Inspiration no longer comes from nature but from another poet. 
According to Bloom, the meaning of a poem is another poem. 'The freedom to 
have a meaning of one's own ... is wholly illusory' (The Breaking of Form 3).It is an 
illusion to be achieved against a prior plenitude of meaning, a meaning already 
'authorized' by another. Bloom's critical practice makes room for the critic as 
brother-poet. Infact Bloom's insight has combined the old orthodoxy with the new in 
that there is 'an author in crisis belated, wounded and mortal and there is always a 
prior plenitude of meaning to struggle against; the return of the author is followed by 
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typology, textuality and a myth which are juxtaposed with unstable archetypes, doings 
of persons and random effects of language, and a psychological base respectively'. 
Harold Bloom combines the two i.e. the literature and psychoanalysis with a 
dictum like revival of the old schools by increasing their contemporaneity with inputs 
from the new critical genres. This produces for a very enlightening field in 
psychoanalytic literary criticism. 
Thus, Structuralist and Post-Structuralist psychoanalytic literary criticism 
stand as formidable components of modern criticism practices. One such modern 
critique is now aimed to be achieved in the ensuring chapters. 
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Summary 
This chapter provides with various significant observations, insights and references 
based on the survey work done to extract the fact that how could an iconic and well-
read person like Shaw miss the discussion on Freud or psychoanalysis. This is all the 
more significant because given the facts that Shaw always had something to say about 
almost everything under the sun, Shaw and Freud were almost contemporaries and 
shared a great deal of fame which make it all the more intriguing to know that what 
and how the things might have unfolded for Shaw about psychoanalysis. This chapter 
also deals with an analysis of Shaw himself based on the interpolations provided by 
Norman Holland. Among various studies taken up by various psychoanalytic and 
psychological critics Holland's study provides with best deliberations as it helps in 
furthering the analysis of the two plays in subsequent chapters. 
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Chapter — III 
Shaw and Psychoanalysis 
3.1 Modern Drama and Psychoanalysis: 
After a profound in sight into the varieties of psychoanalytic criticism, one is 
emboldened to ponder over the matter in some new light. The proposed study dwells 
into psychoanalytic insights into Shavian drama and thus it is inevitable to trace the 
history of literary criticism down to the point of departure where psychoanalysis 
influenced the plays, playwrights and the literary (drama) criticism. But the notion 
that has to be imbibed in the insight is that whether or not a theory has directly or 
indirectly come in close enough to a particular playwright, so that an interactive forte 
could be expected, is not of any significance at all. The criticism or the theories of 
criticism that keep emerging in literature from time to time are themselves the product 
of interminably enriched field. The interminability is marked in the literary theory 
too; for it is near impossible to give a particular juncture where one can safely stand to 
look into future forgetting the past. Despite the fact that Shaw and Freud were 
contemporaries, their direct interaction at the level of their ideologies is scarcely 
witnessed, but then such critiques can be expected retrospectively too. A very 
formidable work that comes from the psychoanalysis to drama is from Sigmund 
Freud. Freud in his literary ventures took up English and Greek plays for the purpose 
of studying them through psychoanalytic criticisms. The debate on Hamlet/Oedipus 
complex as projected by Freud is still the most prolific contribution to the 
psychoanalytic literary criticism as the critics have been finding it affine for their 
intellectual and critical endeavors in contemporary psychoanalytic literary criticism. 
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To choose some examples from the vast field is a tremendous job; some famous 
works of psychoanalytic literary criticism produced through an application of the 
theory are Freud's 'Leonardo da Vinci and a memory of his Childhood'. 'Dostoevsky 
and parricide', Preface to Marie Bonaparte's The Life and Works of Edgar Allan Poe : 
A Psycho-Analytic Interpretation, Ernest Jones's Hamlet and Oedipus, Norman N. 
Holland's Five Readers Reading, Gustav Jung's study of Goethe's Faust in The Spirit 
in Man, Art and Literature, Lacan's Seminar on "The Purloined Letter', Shoshna 
Felman's Study of Henry James The Turn of the Screw in her article 'Turning the 
Screw of Interpretation', Harold Bloom's The Anxiety of Influence : A Theory of 
Poetry, T.E. Apter's Study of Conrad, Hoffman, Poe, Hawthorne, Freud, Stevenson, 
Dostoevsky, Kafka, Nabokov and Borges in Fantasy Literature, Norman N. Holland's 
Study of George Bernard Shaw and Edward Fitzgerald in The Aesthetics of I, and 
Daniel Dervin's Bernard Shaw : A Psychological Study. These examples very 
substantially advocate the aforesaid argument. Hence, to take up the study of Shaw's 
plays one must put together all those instances which tell about influence of 
psychoanalysis on Shavian texts during and after his life-time. 
George Bernard Shaw with his multi-layered prowess in intellectual fields was 
unlikely to be negligent towards Psychoanalysis which was a rage among the 
intelligentsia. But the fact, as inferred by the critics, is that it took Shaw a long time to 
come up with his own views and impressions regarding psychoanalysis. Before that 
no doubt the drama of the last century had started emanating psychoanalytic essences 
through its textual, critical and practical insights. What follows now is a brief 
discussion about the influence of psychoanalysis on drama, in its very primary stages. 
The study does not take account thence for it is beyond its pursuits. 
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3.2 History of Drama and Psychoanalysis Interactions: 
Allardyce Nicol in World Drama records the entry of psychoanalysis in drama 
as the common introduction. Although he discusses, psychoanalysis vis-a-vis 
European drama and not just English drama, but his observation is important in that it 
gives the point of departure for a critical insight. Psychoanalysis, as is well-known, 
came to the fore as an institutionalized approach to all the different ideological 
practices in the early half of the 20th century. According to Nicol, Hensi-Rene 
Lenormand stands forth as a prime representative of those dramatists who would 
acknowledge psychoanalysis in the plans for their drama. Lenormand comes before us 
as the brutal naturalistic dramatist turned in ward. According to Nicol, in his scenes 
are sensational crudities that remind us of the early Haptmann's imaginings - with this 
difference, that the forms is always less on the events themselves than upon the 
subconscious workings of the characters' beings. One of his better known dramas, Le 
mangeur de rives {The Eater of Dreams, 1922), indeed, goes so far as to 
psychoanalyze a psychoanalyst, the central figure being a professional exponent of 
this 'science' who himself is so unbalanced as deliberately to drag from his patients' 
souls secrets which should never have been brought to light: he thus demonstrates to a 
young girl that a display of jealousy in her childhood (which she had entirely 
forgotten) was responsible for her mother's death. In Les rates {The Failures, 1920) 
two wretched people, an author and his actress wife, both of them wholly 
unsuccessful, are relentlessly brought from step-wise down the ladder until the man 
murders the woman and commits suicide. The inner life of a Don Juan is revealed in 
L 'homme et ses fant?mes {Man and his Phantoms, 1924), with the psychoanalytic 
explanation that the hero has been unconsciously seeking his mother. A perverted soul 
is dissected in L'ombre du mal {The Red Tooth, 1925), the story is told of a 
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sophisticated girl's marrying an unlettered mountaineer, finding herself surrounded by 
the fantastic demons of the popular imagination as she visits virtually alone in her 
snow-bound hut, and finally being accused of witchcraft. Le simoun (1920) narrates, 
in the arid setting of the Arabian Desert, the story of a father's incestuous love of his 
daughter; Le lache (The Coward, 1926) cruelly analyses the soul, terrors and 
weaknesses of a man who, during the war, has sought escape in Switzerland. There is 
not, perhaps, very much of real worth in Lenormand's work, and occasionally we may 
suspect there is a good deal of nonsense, but his position in the history of the drama is 
an important one and his influence has not been by any means meager. 
Not unlike in spirit is Paul Raynal, author of Le maitre de son coeur (The 
Master of his Heart, 1920), Le tombeau sons V Arc de Triomphe (The Tomb beneath 
the Arc de Triomphe, or The Unknown Warrior, 1924), An soliel de I'instinct (In the 
sunshine of Instinct, 1932), and La Francerie (1933). The first of these deals 
trenchantly with the affection of two friends broken by the machinations of a woman; 
the second, a very powerful drama shows a soldier on leave from the front and carries 
its tense scenes forward with merely three persons - the soldier himself, the girl to 
whom he is betrothed, and his father. Unlike Lenormand, Raynal is rather a 
romanticist of psychoanalysis than its naturalist. Lenormand's words are bare; 
Raynal's full of a wild torment; his figures, although also laid on the dissecting table, 
have their nakedness wrapped up in the folds of his lyrical utterance. Besides these, 
two other French playwrights contributed to the psychoanalytic drama. Steve Passeur, 
whose Suzanne (1929), L'achetense (The Woman Buys, 1930), La chaine (The Chain, 
1931), Les tricheurs (The Cheats, 1933), Je vivari un grand amour (I shall have a 
Great Love, 1935), and Le chdtean de cartes (The House of Cards, 1937) all present 
dismal, brutal pictures of life, with love a kind of frenzied hatred, has carried his 
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earlier style unto the post-war period with his melodramatic La traitresse {The 
Traitress, 1946). Glelderode enters into the sphere with the tumultuous scenes of his 
Hop, Signor! (1938). 
Besides Lenormand, there are a few others like Jean-Jacques Bernard, whose 
plays: L'dme en peine {The Soul in Pain, or The Unquiet Spirit, 1926), L' i an 
invitation voyage {The Invititation to a Voyage, 1924), Le Feu qui reprend mal {The 
Sulky Fire, 1921), Martine (1922), Leprintemps des antres {The Springtime of Others, 
1924), and Devise Marette (1925), have characters who personify various 
psychoanalytical traits. 
Closely associated with Bernard is Charles Vidrac {Charles Messager), author 
of Le Paquebot Tenacity {S.S. Tenacity 1920), Madam Beliard (1925), Le pelerin {The 
Pilgrim, 1926), La bronille {The Estrangement, 1930), and L' air du temps {The 
Atmosphere of the Times, 1938), provides with psychoanalysis of love in all his plays. 
The psychoanalysis of love is the general theme of nearly all works of Paul 
Geraldy: Les noces d'argent {The Silver Wedding, or The Nest, 1917), Aimer {To 
Love, 1921), Marianne (1925), Christine (1932), Do-Misol-do (1934) and Duo 
(1938). 
Jean Sarment's works like T?tes de rechange (Spare Heads, 1926), Simon 
Gautillon's Maya (1924) and Musset's Le p?cheur d'ombres {The Fisher of Shades, 
1921) are all based on queen insights into the character's psyche. Musset's work 
recalls the psychological studies of Pirandello. Another famous play of Sarment Le 
manage d' Hamlet {Hamlet's Marriage, 1922) where Ophelia, her father, and the 
hero are given a second chance; Hamlet endeavors to accept his trials less 
passionately, but soon tires of his static role. All these plays in one way or the other 
seem to be under the spell of psychoanalysis as they are based on the characters and 
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character studies which are manifestations of psychoanalytic principles regarding 
human unconscious. The English dramatist who perhaps approaches more closely 
than any other to these French Playwrights is Charles Morgan. His plays like The 
Flashing Stream (1938), The River Line, (1952) and The Burning Glass (1954) - all 
intent upon the exploration of human characters set against dominant social, political 
and philosophical problems of our age. Pregnant thought and subtle analysis of 
emotions psychologically give distinctions to all of these. 
3.3 Shaw and Psychoanalysis: 
The above discussion gives an account of the immediate impact of 
psychoanalysis on the drama. The psychoanalytic criticism has found nuances in the 
some plays produced in the past retrospectively much before the advent of the theory. 
Usually the studies of critical analysis based on a definite theoretical perspective 
depend exclusively on either the text or the author; the present study of Shaw's plays 
within the Psychoanalytical framework definitely depends on the texts and the theory 
as its vital component but even then it seems obligatory to talk about Shaw's 
encounter (by virtue of his being a litterateur) with psycho-analysis briefly and then 
analyzing the texts in the light of the psychoanalytic theory as there are some very 
interesting interrelations in Shaw's knowledge of Psychoanalysis that provide with 
significant impacts on the critical analysis of the plays. Another aspect of insight into 
psychoanalysis from the Shavian point of view is to revitalize Shavian ideological 
canons which owing to tendentious Shavian influence have hardly treaded out into 
some different pastures. Critics during and after Shaw's life-time have barely been 
marked with a spirit to seek and add another edge to their muse 'Shaw'. This aim 
persuades the study towards a brief account of Shaw's tete-a-tete with psychoanalysis. 
Following quote holds significance here: 
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It is no unusual social or psychological phenomenon to find the 
members of each new age, especially its artists, preening themselves 
on their newness, though sometimes they are self-critical enough to 
allow a note of irony to intrude into their claims. (Nethercot 356) 
This is very much relevant to Shaw for he himself opines in his preface to the 
Independent Theatre edition of Widowers' Houses in 1893 quoting from his former 
collaboration, William Archer's review of the play in The World where he alludes to 
five New Drama, New Criticism and New Humor. 
Shaw reached dizzy heights in his iconoclasm and open-mindedness to new 
ideas. Critics find it very surprising that Shaw was almost completely apathetic 
toward psychoanalysis then known as the New Psychology. Shaw was, by the time 
Psychoanalysis became familiar to all educated people, no longer young and the 
glamour and novelty of the reputation of being an Advanced Thinker were getting a 
little thin and also he perhaps felt that such a reputation no longer needed to be 
promoted by egregious self-advertising which had been an important of Shaw earlier. 
Considering Shaw's reiterated theory of characterization in his plays one 
might expect him to have been immediately and powerfully attracted to the new 
doctrines of Freud. Shaw himself and always advocated the doing away with the 
masks, which human beings far too often place before their faces to hide the 
unbearable truth. The insistence on tearing away these masks that differentiates his 
Realist from his Idealist is explicitly imbibed in The Quintessence oflbsenism (1891). 
In the revelations of the various characters at the end of Heartbreak House (1919), 
poor, shocked Alfred Mangan, preparing to tear off his clothes, exclaims: 
Shame! What shame is there in this house? Let's all strip stark naked ... 
We've stripped ourselves morally naked; well, let us strip ourselves 
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physically naked as well, and see how we like it... How are we to have 
any self-respect of we don't keep it up that we're better than we really 
are?. (Complete Works 797) 
And at the end of Too True To Be Good (1934) Aubrey Bagot, the Clergyman-
Burglar, centers his whole final soliloquy-sermon on the question that Shaw puts into 
his mouth: 
...what storyteller, however reckless a liar, would dare to invent figures 
so improbable as men and women with their minds stripped naked? ... 
But how are we to bear this dreadful new nakedness: the nakedness of 
the souls who until now have always disguised themselves from one 
another in beautiful impossible idealism to enable them to bear one's 
company. (1167) 
Though in this case, as Shaw presents the situation, it is the war rather than Freud 
which as brought about this dreadful new stripping, Shaw's theory of the dramatist's 
turning his characters inside out for the examination of the audience is essentially the 
same as Freud's way of getting at the inner truth and motivation of his patients. 
At first, in his use of certain phrases and terms which later came to be 
associated closely with psychoanalysis, it is difficult to determine, just where and 
when he discovered them and added them to his vocabulary. 
It is obvious that he was using the word 'neurosis' in its earlier sense, before 
it has become substituted for 'psychoneurosis'. Similarly, when for instance in the 
'Maxims for Revolutionists' appended to Man and Superman in 1903, he captioned 
one of his maxims 'The Unconscious Self and commented, 'the unconscious self is 
the real genius. Your breathing goes wrong the moment your conscious self meddles 
with it', [Complete Prefaces 193). It seems unlikely that he was aware that the phrase 
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had any technical associations. Similarly when he wrote his preface to Androdes and 
the Lion in 1916, with its brilliant analysis of Christianity, the Gospels and Jesus 
himself, he analyzed the latter's ultimate conviction that he was the Son of God by 
simply saying, without using any technical terms like "megalomania", or 
'theophary', or 'paranoia': 
if Jesus had been indicted in a modern court, he would have been 
examined by two doctors; found to be obsessed by a delusion: declared 
incapable of pleading; and sent to an asylum.(549-50) 
To be 'obsessed' meant something different here. 
The first direct evidence of Shaw's clear acquaintance with psychoanalysis 
appeared, not in any printed work, but in a letter he wrote in 1921 to prevent 
publication of the Irish-American Professor Thomas D. O'Bolger's objectionable 
biography of him, which contained certain opprobrious charges about the Shaws that 
Shaw resented. In a letter, now at Harvard, Shaw wrote to O'Bogler that 
psychoanalysts would ascribe the professor's peculiar mental condition to a 
"Resentment Complex" and recommended that he go to psychoanalyst (if he could 
find one who was not a quack). In this way O'Bogler might find the real origin of his 
complex, exercise it, and ultimately cure himself by writing his autobiography. 
O'Bogler biography of Shaw still remains in manuscript even though he had rebuffed 
Shaw's advice. 
This quite explicit allusion was followed the next year by Shaw's essay on 
"Imprisonment", which appeared as a preface to Sidney and Beatrice Webb's 
English Local Government in 1922 and dealt with the various causes of crime and 
treatment of criminals. Here, in a section headed "Possibilities of Therapeutic 
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Treatment", he stated in a condescending manner which revealed his early basic 
doubt and skepticism of the new 'science': 
Psychoanalysis, too, which is not all quackery and pornography, might 
conceivably cure a case of Sadism as it might cure any of the phobias. 
And psychoanalysis is a mere fancy compared to the knowledge we 
now pretend to concerning the function of our glands and their effect 
on our character and conduct. (Sixteen Self Sketches 296) 
By 1928, however, when Shaw published his Intelligent Woman's Guide to Socialism 
and Capitalism, he was beginning to admit, to say about the dangerous relations of 
parents and teachers with children. Here, in his chapter on "Socialism and Children", 
he wrote: 
Modern Psychological research, even in its rather grotesque Freudian 
beginnings, is forcing us to realize how serious is the permanent harm 
that comes of this atmosphere of irritation on the one side and 
suppression terror and reactionary naughtiness on the other. Even those 
who do not study psychology are beginning to notice that chaining 
dogs makes them dangerous and is a cruel practice. (Shaw 416) 
Only four pages later, however, Shaw returned to his earlier repugnance and 
skepticism when he referred to "the morbidities of psychoanalysis" (420). This is 
taken up later in study elaborately. 
So far, Shaw had confined his rather scanty and certainly superficial 
comments on psychoanalysis to his non-dramatic works. In the middle thirties, 
however he found occasion to drop a few ambiguous allusions to Freud's most 
famous doctrine into some of the comedies which have become known, not too fairly, 
as his "dotages". For instance, in the show-down duel between Alderwoman Aloysia 
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Brollikins and her perspective father-in-law, Prime Minister Sir Arthur Chavender, at 
the end of On the Rocks (1933), Aloysia sums up young David Chavender, whom she 
proposes to marry, as 'such a queer boy. He says he's never loved anybody but his 
sister, and that he hates his mother.' The newly-tolerant Sir Arthur remonstrates 
mildly, and gives his diagnosis of his son's maternal distal: 
He had no right to tell you that he hates his mother, because as a matter 
of fact he doesn't. Young people nowadays read books about 
psychoanalysis and get their heads filled with nonsense. (1215) 
Aloysia with her usual brash omniscience responds: 
Of course I know all about psychoanalysis I explained to him that he 
was in love with his mother and was jealous of you. The Edipus 
complex, you know. (1215) 
To Sir Arthur's query, "what did he say to that?" she admits, "He told me to go to 
Jericho. But I shall teach him manners." In such a simple equating of psychoanalysis 
merely with the Oedipus complex for a fairly ingenuous theatre audience, both 
Aloysia and Shaw no doubt reveal a certain naivete toward the subject. 
With this reference to Freud's most famous doctrine, it is interesting to 
compare Shaw's earlier failure to suggest such a relationship between Hamlet and his 
mother, even in the most general of terms, in his preface to The Dark Lady of the 
Sonnets in 1910. In this review of Frank Harris' and Thomas Tyler's books on 
Shakespeare, Shaw - as a self-admitted Shakespearean authority - dogmatically 
stated: 
There is only one place in Shakespeare's plays when the sense of 
shame is used as a human attribute; and that is where Hamlet is 
ashamed, not of anything he himself has done, but of his mother's 
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relations with his uncle. This scene is an unnatural one : the son's 
reproaches to his mother, even the fact of his being able to discuss the 
subject with her, is more repulsive than her relations with her deceased 
husband's brother. (Complete Prefaces 761) 
But in this passage Shaw is obviously completely oblivious of any suspicion that 
Hamlet may be least partially motivated by the same sexual feelings towards his 
mother as drew his uncle to her. But this reflects the direction where his mind led 
without the support of any Freudian doctrine. 
It was not until 1935, that Shaw actually used the name of Sigmund Freud. 
Previously he had merely used general terms such as "psycho-analysis" and 
"Freudian". At the beginning of the second act of The Millionairess (1936) Mrs. 
Epifania Ognisanti di Parerga Fitzfassenden is engaged in a rather mild affair with the 
publisher, Adrian Blenderbland. Blenderbland, with more than his usual perspicacity 
and boldness, undertakes to tell the Millionairess the truth about her relations with her 
father: 
Everything you have told me about your father convinces me that 
though he was no doubt an affectionate parent and amiable enough to 
explain your rather tiresome father fixation, as Dr. Freud would call it, 
he must have been quite the most appalling bore that ever devastated 
even a Rotary Club. (1267) 
This insult to her revered parent goads Eppy "to deliver a straight left" to the chin of 
her "Sunday husband", followed up by a "savage punch with her right", which 
knocks him writhing to the floor. She indulges in some self induced convulsions, 
which bring in an Egyptian doctor in a fez, who also diagnoses her case as "a father 
fixation", analyzes her characteristics as "Enormous self-confidence. Reckless 
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audacity. Insane egotism. Apparently sexless", and sums her up as a ' 'psychological 
curiosity." She reciprocates by informing him of some of her business principles, and 
he responds by reducing his previous label and calling her simply a "psychologist" 
rather than a "curiosity", and when she answers, "Nonsense! I know how to buy and 
sell, if that is what you mean," gives his cynical conclusion, "that is how good 
psychologists make money". Eventually this remarkable doctor, reacting negatively 
to Epifania's declaration that she wants to marry him, asserts that he himself has a 
"mother fixation", but this desperate invention fails to effect his escape from her 
clutches. Never before or since Freud find his name and his terminology appropriated 
for more farcical purposes. (1267-71) 
It was only when Shaw reached his ninety-third year - that is, in 1948 - which 
he felt he had attained a sufficient grasp of psychoanalysis, its practitioners, and its 
basic principles to dare to indulge in a general review of the subject. In the preface to 
Farfetched Fables, his intellectual last will and testament, he surveyed his 
acquaintance with this new kind of psychology from his first experience with it to 
what was practically the end of life. Although he gives no date for this introduction, 
he tells a personal anecdote as to how the early Freudian technique of free association 
of words failed in his case - or at least he maintained that it did. As he described the 
process: 
The first Freudians used to recite a string of words to their patients, 
asking what they suggested, and studying the reaction, until they 
wormed their way into the sufferer's subconscious mind, and unveiled 
some forgotten trouble that had been worrying him and upsetting his 
health. By bringing it to the light they cured the patient. (883) 
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Incidentally and indirectly thus confessing that he himself had once been subjected to 
this process, he divulged: 
... when this Freudian technique was tried on me it failed because the 
words suggested always something fictitious. (895) 
That is, when the word "ass" was given him, he did not first think of an actual 
experience he had once with "a handsome and intelligent donkey" on the salt 
marshes of Nertolk, but promptly replied, "Dogberry", and Badlam". "Dagger" 
suggested nothing but Macbeth; "highway", Autolycus; "interpreter", The Pilgrim's 
Progress; and "blacksmith", Joe Gargery. Putting aside Shaw's conclusion that the 
test had failed just because his mind responded to fiction rather than facts and 
experiences, one can see how, at ninety three, his mind had become preoccupied with 
the subject, since he headed this section of the preface "Am I a Pathological Case?" 
His answer to his own question, "is literary genius a disease?", was that since born 
storytellers are needed he was "therefore not a disease but a social necessity." 
In 1921 Shaw had subtitled Back to Methuselah a "Metabiological 
Pentateuch" (855). Now, in 1948, he wrote of "The New Psychobiology" (894) and 
claimed, "Nowadays biology is moving in my direction". Pointing out that the 
medical profession had split violently into two camps, the psychotherapists and the 
"old-fashioned pill and bottle prescribers backed by surgeons practicing on our 
living bodies as flesh plumbers and carpenters," he sauged himself with "the more 
intelligent, observant, and open-minded" practitioners who had been "wakened up by 
an extraordinarily indelicate adventurer named Sigmund Freud, and by the able 
Scotch doctor Scott Haldane (J.B.S. Haldane's father) ..." He even cited a just 
published "treatise on Mental Abnormality by Dr. Millais Culpin", which "would 
have been impossible when I wrote the Doctor's Dilemma". Shaw also recognized 
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that the primitive technique of the early Freudians had been improved by "the 
professional psychotherapists" since his purely literary response to the word "ass", 
and referred to "the post-Freudian psychoanalyst" who "relieves his patient of the 
touncuts of guilt and shame by extracting a confession of their hidden cause". 
Nevertheless, Shaw queried mischievously, "what else does the priest do in the 
confessional, though the result is called cure by one and absolution by the other" 
(894-5, 904, 911)? It is worthy of note, however, that in spite of this advance in his 
knowledge and in spite of his greater respect for psychoanalysis Shaw's observations 
on the subject remain essentially general. He uses phrases like "the first Freudians" 
and "the post-Freudian psychoanalyst" without naming a single example. Jung, 
Adler, Brill and all the rest might never have lived, experimented speculated, and 
written for all that Shaw had to say about them. Psychoanalysis and Psychotherapy to 
him meant Freud and Freud alone. But of Freud's work too he failed to name a single 
specific title. These lacunas are all the more surprising when one recalls the 
remarkable scope of Shaw's general reading. 
The tiny majority of Shaw's biographers and critics have thought the subject 
of Shaw's opinions on the mental science of psychoanalysis even worth mentioning, 
which is a very disillusioning fact. As early as 1916, however, Richard Burton had 
written: 
He believes in the will to live of Schopenhauer, the will to power of 
Nietszche, and the wish of Freud; his philosophy, like theirs, is a 
willful one. (222) 
But there, so far as Freud was concerned Burton dropped his comparison, with no 
attempt at documentation. By 1948, however, an Italian, Piero Rebora, in his Bernard 
Shaw/Comico e tragico, had become sufficiently aware of the problem to mention it 
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several times, especially in connection with Misalliance, St. Joan, and Too True to be 
Good. Without considering it very deeply or correctly, Rebora concluded that Shaw 
was in most aspects "quasi un anti-Freud", and devoted half a dozen pages toward 
the end of his book to discussing and comparing the relative influence of the two men 
on modern thought (Rebora 12,42,154,209,226,240, 246,250-6). 
Sex and education of children were two of the main aspects of Shavian and 
Freudian thought that impressed Rebora. They have also impressed a few English and 
Americans, one of the latter being Barbara Bellow Watson in her Shavian Guide to 
the Intelligent Women seems to be misled by an ambiguity she came across in Stephen 
Winsten's Jesting Apostle: The Private Life of Bernard Shaw. In a passage on Getting 
Married Winsten had remarked in passing: 
This was the time when Shaw came across the writings of Sigmund 
Freud and his attitude toward this psychologist was the same as to all 
pioneers: T have said it all before him. (139) 
There is no evidence to show that Shaw was even aware of the evidence of Freud at 
the time of writing Getting Married in 1908. 
Arthur H. Nethercot does not concede to this view of Watson; he feels that 
unlike Watson's belief with reference to Winsten's statement on Getting Married, that 
when he first came across the writings of Freud, about 1911, he boasted, 'I have said 
it all before him'. Nethercot rather affirms that there is actually nothing at all about 
Freud or Freudianism in this preface. Watson on the other hand opines that: 
In The Quintessence of Ibsenism, which appeared four years before 
Freud's first psychoanalytic work, Studies in Hysteria, Shaw makes a 
statement which seems to express metaphorically Freud's view of the 
genital origin of all erotic feelings in the broadest sense.... (367) 
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The statement which Watson feels comes as the base to the aforesaid is: 
Taunhauser may die in the conviction that one moment of the emotion 
he felt with St. Elizabeth was fuller and happier than all the hours of 
passion he spent with Venus.... (132-133) 
Critics like Nethercot, feel it to be farfetched and too generalized. But Watson 
prophetically feels: 
it may some day become clear that Shaw created an early literary 
parallel of Freudian psychology. In a paper published in 1908, Freud 
drew some quite Shavian conclusions about the morality of marriage, 
the capacities of women, and the need for social reforms. (132-33) 
She contrastingly admits that "according to Ernest Jones, Freud never came to like 
Shaw's writings, "probably because of their widely differing conceptions of 
womanhood". Their Freud's biographer leaves the matter" (Jones 291-4, 314). 
The view of British professor and educator A.S. Neill, as expressed in his 
essay on "Shaw and Education" in Winsten's Festschrift, G.B.S. 90/Aspects of 
Bernard Shaw's Life and Work, in 1996, are considerably substantial. Here Winsten's 
argument in 1957 seems wavering for his contributor Neill in 1946, had asserted in 
second paragraph, in connection with the preface to Misalliance: 
The Parent and Children Preface dates back to the year 1910 that is to 
the time when Freud was unknown, when psychology was to most 
people a peddling science divorced from all that was dynamic. (Neill 
183) 
It was left, however to Archibald Henderson, Shaw's American "official 
biographer", to come closest to coping with the question of Shaw's real knowledge of 
psychoanalysis, though only in the third version of his biography, entitled George 
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Bernard Shaw: Man of the Century (1956). Presumably in this official capacity 
Henderson had opportunities which most of ten others did not have to discuss this 
subject personally and intimately with his author, and to record Shaw's remarks and 
his own analyses of Shaw himself from this point of view. These random passages 
when brought together constitute a revealing commentary on Shaw's reactions to 
what at first plenty of people seemed only another new fad or fashion in the history of 
ideas. Unfortunately these conversations are undated. Moreover, nowhere in any of 
these did Henderson quote Shaw as referring to Freud or any other psychoanalyst or 
any of their works, by name. It was only the terminology and vocabulary of the school 
that he sometimes adopted. The whole peculiar situation almost leads one to speculate 
seriously on whether Shaw had actually read anything specific by Freud or was 
merely relying on the general popular discussions he had heard or read of the subject. 
For instance, Henderson records, "one day we were talking about 
schizophrenia and its treatment in literature," and tells how Shaw: 
...took down a copy of Oliver Wendell Holmes's Autocrat of the 
Breakfast Table, and read the famous passage" on the minimum of at 
lest six personalities involved in any dialogue between any two 
persons, such as John and Thomas. In accepting Holmer's 
discrimination between the three different Thomases really present, 
Henderson and Shaw cited as examples "Browning, Robert Louis 
Stevenson, Israel Zangwill and Shaw himself in Arms and the Man 
with Sergius Saranoff. (Henderson 835) 
This unexpected and voluntary late recognition by Shaw himself of one of his most 
original early characters (the play was produced in 1894) as falling into a 
psychoanalytical category calls attention to the fact that many other of his dramatis 
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personae lend themselves patently to the same treatment, though Henderson certainly 
overstates his case when he speaks of Shaw's creating "hundreds of dramatic 
characters who are psychoanalytical studies of contemporary class types" (64). But 
even before Shaw had ever heard of an Oedipus complex he had created at least two 
extraordinary characters obviously suffering from one: Professor Henry Higgins in 
Pygmalion (produced 1913) from one of the worst cases in all literature. And, though 
neither Shaw nor Henderson ever mentions the term, the antithetical Electra complex 
is incarnated in Epifania of The Millionairess, with her father fixation (nothing is said 
about her feeling found her also presumably dead mother), and "Mops" Mopply, the 
patient in Too True to be Good (1932), with her mother hatred and her lament, "If 
only I had had a father to stand between me and my mother's case." 
Shaw and his biographer also talked about "fixations", and Henderson relates 
how Shaw "often quoted with apparent approbation Wilde's remark that Shaw had 
not an enemy in the world, and that none of his friends quite liked him". In 
explanation of his acceptance of this somewhat barbed description, Shaw told 
Henderson that "he was too well aware that a too devoted affection - a fixation on 
himself as he called it - is a tyranny that is bad for both parties" (854). Several times 
in the course of his biography Henderson uses terms like "subconscious" in a way 
that suggests that they were part of the ordinary working vocabulary of their talks on 
Shaw's methods of dramatic characterization. To realize his desire to create a new 
form of play beyond the old realism, called "ultra realism' or "supra realism", Shaw 
found it necessary to create characters who in a strictly realistic setting, uttering truths 
as naked thoughts from the "subconscious". As Shaw put it: 
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.. .my sort of play would be impossible unless I endowed my characters 
with powers of self-consciousness and self-expression which they 
would not possess in real life. (64) 
This was the main reason why Shaw was struck by the plays of O'Neill, whose 
"concept of bringing the inner life into parallel with the outer life interested Shaw 
deeply." Though he realized the presence of both an inner and an outer man, speaking 
with different voices, he felt that "the schizophrenia was too glaring for the stage", 
and that for his own kind of play the solution was: 
... to have the individual, in the realm of the conscious and on the 
plane of daily living, speak with but a single tone and voice the 
uninhibited impulse to truth of the subconscious. (755) 
As far as the role of Freud in this process, Henderson admits freely that Shaw had an 
aversion to Freudian psychoanalysis, at least in one of its major aspects. He disliked 
and rejected a theory of life that placed its major emphasis on sex, on the libido, as a 
means of diagnosing human motivation and of both causing and curing man's mental 
illness. Though Shaw regarded sex as a natural human pleasure and even recreation, 
and had no objection on moral grounds to its practice, he felt that after all it is only 
one element in a normal life and should not be overemphasized or distorted. 
Henderson describes his attitude in this way: 
A natural philanderer, he was pursued by the 'new' women who were 
resolved to 'live their own lives', which almost invariably meant 
freedom from conventional inhibitions as to sex relations ... 
Uninhibited by religions scruples, he felt no delinquency regarding 
sexual indulgence, and his philandering were comic adventures in 
sentimental exploration. (809-10) 
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Of course, his love affairs were trivial, according to Henderson, in comparison with 
his own Don Juan's, and he "never cuckolded his friends", but he got "huge 
satisfaction" from narrating the stories of his adventures to them. Still, according to 
Henderson, he never experienced real human love, and instead "for many years 
devoted himself to adoration of the Uranian Venus, the classic love of the aesthetic" 
809-10. After all, he had entitled his third volume of plays Three Plays for Puritans 
and as far back as 1900 had written in its preface, 
I have, I think, always been Puritan in my attitude toward Act.... And 
when I see that the 19th century has crowned the idolatry of Art with 
the deification of love, so that every poet is supposed to have pierced to 
the hold of holies when he has announced that Love is the supreme, or 
the Enough, or the All, I feel that Art was safer in the hands of the most 
fandical of Cromwell's major generates than it will be if it ever gets 
into mine. (744-5) 
On the other hand, one should not overlook speeches in Shaw's plays such as the one 
he, at the age of seventy six, put into month of Aubrey in the second act of Too True. 
Speaking in the reference to the highly sexed Sweetie, Aubrey points out - "to put it 
as nicely as I can" - that we all have "our lower centres and our higher centres" 
which "act with a terrible power that sometimes destroys us". These lower centres 
act without speaking, but in the great literature of the world the higher centres become 
vocal. They are also the ones which dominate all respectable conversation, even when 
it is saying nothing or even telling lies. "But the lower centres are there all the time: a 
sort of guilty secret with all of us, though they are dumb". And then Aubrey-Shaw 
tells how he once asked his tutor to at college whether, "if anyone's lower centres 
began to talk, the shock would not be worse than the one Baalam got when his donkey 
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began talking to him". It is true that Shaw attributes the new volubility of the lower 
centres, as in Sweetie's case, to the war, with its effect like an earthquake; but, if there 
is anything at all in the psychoanalytical theory of association of ideas out of the 
subconscious, the incursion of Shaw's recollection of the story of Baalam and the ass 
into the midst of this passage should create at least a suspicion that it was not the war 
only which he felt was responsible for the corrupt state of society, but that the popular 
adoption of Freud and his view on the libido also had contributed. For Aubrey makes 
Sweetie symbolical of the modern world, since "her lower centres speak", and 
.. .they speak truths that have never been spoken before - truths that the 
makers of our domestic institutions have tried to ignore. And now that 
Sweetie goes shouting them all over the place, the institutions are 
rocking and splitting and sundering. They leave us no place to live, no 
certainties, no workable morality, no heaven, no hell, no 
commandments, and no God. (1149) 
Though the eloquent Aubrey confesses that he can preach on any subject, and not 
only what he really believes, he is here indubitably Shaw's mouth-piece in most of his 
speeches. Substitute "Freud" for "Sweetie" in Aubrey's diatribe, and Shaw's own 
opinions on the condition of man are clearly reflected. Just before his death in 1950 
Shaw brought together what he called Sixteen Self-Sketches, consisting of several 
autobiographical essays and fragments he had published earlier, augmented by a few 
new ones and some comments on the old. In 1901, under the title: "Who I am, and 
what I Think", he had made several interesting confessions in the form of a 
"catechism ... in a short-lived magazine called the The Candid Friend". In this, 
among other kinds, he described himself as a boy who had "exhausted somatic 
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daydreaming'' before he was ten years old. Among these boyhood fantasies was that 
of sex. 
Twenty-nine years later, when his friend Frank Harris was composing his 
biography, Shaw, answered some of his biographer's questions in a series of letters, 
most of which Harris included in his book. The most famous of these, which Harris 
printed in a chapter headed "Shaw's sex Credo" and Shaw in Sixteen Self Sketches 
reprinted under the title "To Frank Harris on Sex in Biography", confirmed what 
Shaw had previously confessed to the few readers of The Candid Friend. After 
admitting that from his youth, "I was entirely free from the neurosis (as I call it) of 
"Original Sin" in the matter of sexual intercourse", Shaw added: 
But as between Oscar Wilde who gave 16 as the age at which sex 
begins, and Rousseau who declared that his blood boiled with it from 
birth, my personal experience confirms Rousseau and confutes Wilde. 
Just as I cannot remember when I could not read and write, I cannot 
remember any time when I did not exercise my imagination in 
daydreams about women. (Harris 234-8) 
Reflecting on this matter at the age of ninety three, after me and all the rest of the 
world had been subjected to the influence of the doctor from Vienna; Shaw had added 
a bracketed not to the earlier passage from The Candid Friend: 
When I wrote this in 1901, I did not believe that an author so utterly 
devoid of delicacy as Sigmund Freud could not only come into human 
existence, but become as famous and even instructive by his defect as a 
blind man might by writing essays on painting, nor that the ban could 
ever be lifted from the ponderous sex treatises of Havelock Ellis. 
{Sketches 86-7) 
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Shaw's final confession of a partial but grudging acceptance of at least some of the 
principles of psychoanalysis also came in 1949 in another of the sketches he wrote for 
his collection. He entitled this "Shame and Wounded Snobbery/A Secret kept for 
Eighty Years". This secret concerned his boyhood stay in the Central Model Boys' 
School in Dublin. The reasons for his "Shame" need not be gone into here, since he 
gives them in answer to his own question, "Why did the Model School afflict me 
with a shame which was more or less a neurosis?" More important here is his frank 
admission of the death: 
... Finally, a point to be scored by our psychoanalysts. Although for 
eighty years I could never bring myself to mention the Marlborough 
Street episode, yet now that I have broken through the habit of 
ashamed silence, and made not only a clean breast of it but a clear 
brain, I am completely cured. That is not a vestige of my boyhood 
shame left: it survives not as a complex but a habit flicked off without 
the slightest difficulty. This illustrates the failures and success of 
psychotherapy. Inculcated habits being traumatic are curable, in born 
complexes, no.... (45-7) 
By the end of his life Shaw willingly adopted not only the vocabulary but the main 
principle of psychoanalysis of Freud. Henderson, in spite of his tremendous 
admiration for Shaw, was forced to conclude as a result of his study that, because 
Shaw's voluminous outgivings are often unreliable and unconvincing, because of 
internal contradictions and irreconcilable antimonies (Henderson 64). 
Shaw himself "presents a rich subject for the psychoanalyst" (64). Even more 
specifically, thought Henderson, the playwright would be "an ideal subject for the 
psychoanalyst as a love-thwarted being" (810). At the same time he reminded his 
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readers that as early as 1932, when he had written the second version of his 
Biography, Bernard Shaw : Playboy and Prophet, he had expressed his opinion that 
Shaw as an author was essentially a "dramatic psychoanalyst" (755). This opinion he 
repeated and developed at more length in George Bernard Shaw: Man of the Century, 
asserting that in spite of Shaw's distrust and dislike of: 
... certain of the methods of psychoanalysts, ...strangely enough, he 
became an amateur psychiatrist of great power and intuitive 
precipicance" himself. (64) 
Though this observation is probably again somewhat of an exaggeration and 
disproportioning of the facts, particularly from the technical and scientific point of 
view, it nevertheless points up the fact that for many years Shaw expressed his lack of 
faith in psychoanalysis, practiced it in varying degrees and senses in his dramatic 
characterizations, and offered, in his person, fascinating material for psychoanalytical 
biographical treatment. 
What follows now is an important component of the discussion which hereby 
provides a look at one of the most appropriate psychoanalytical analysis of Shaw in 
that the further analyzes that have been done vis-a-vis Man and Superman (chapter 4 
in the thesis) and Candida (chapter 5 in the thesis) are drawn on the similar dynamics 
of the Shavian discourse. 
3.3.1 Norman Holland's Study of Shaw: 
Norman N. Holland in his book The Aesthetics of I, presents an absorbing study 
of Shaw through psychoanalytic perspective. According to Holland, Shaw made 
radical changes in his life, both literary and political, and he was sufficiently, if 
carefully, frank about his life so that one can, explore his style from infancy to the end 
of his extraordinarily long life. There are many psychoanalytic studies of Shaw. 
I l l 
Daniel Dervin's study of Shaw, Bernard Shaw: A Psychological Study finds Shaw, 
like Holland, as "one of the most elusive, most unbelievably expansive, contradictory, 
and achieved lives of recent times" with "organic unity". He feels him to be "a unified 
personality with a centre out of which it acted and created... [and] brought to life the 
variety of works we call Shavian" (33,207). 
Shaw being a multifaceted personality can retrospectively be assumed never to be 
averse towards any new literary encounter. This fact is emboldened by the preceding 
elaborate discussion which talked virtually about all the encounters involving Shaw 
and Psychoanalysis up to 1963. Holland took up Shaw as a focus while discussing 
psychoanalysis in his book in 1978. Before that his study The Dynamics of Literary 
Response is on Shaw through various psychoanalytical views. Richard M. Ohmann's 
book Bernard Shaw: The Style and the Man is an intriguing study of Shaw where the 
author reaches many psychological conclusions on linguistic grounds. Shaw's one 
interminable approach in all his works come out as his novel way of rectifying 
English language by taking up various syntactical, lexical and linguistic tools. 
'Pygmalion' as a structuralist study has been attempted on linguistic grounds owing to 
its phonetics lent to it by Shaw. Coming back to psychoanalysis, Holland in The 
Dynamics of Literary Response talks about Shaw under a head which is somewhat 
similar to Ohmann's title (1962). A psychoanalyst while speaking of a man often 
speaks about his "life style". This usage can be imbibed in literary terms as the critic 
might find a useful model for his concept of style in the psychoanalyst's concept of 
character. "The style", critics say "is the man" and in pure literary terms we coin 
terms like Miltonic or Flaubertian or Kafkesque or Shavian. Ohmann's analysis in 
Bernard Shaw: The Style and the Man talks about something which is style of Shaw 
and which is Shavian. Studying a style in psychoanalytic terms means to put up with 
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the three dimensional mode of style's study by a critic, first is the study of writer's 
words for e.g. Shavian wit or Joycean wit. Second factor is that a critic while deciding 
about a writer's style, includes a writer's choice of material and his characteristic 
form for handling it, finally the third, where a critic seems to include in the notion of 
style a writer's way of dealing with his audience. According to Holland, a 
psychoanalyst defines "character" (the classic statement is Fenichel's, 467) as "the 
habitual mode of bringing into harmony the tasks presented by internal demands and 
by the external world" (226). Holland believes that there is a rough correspondence 
between the elements the literary critic includes in style and the three terms the 
psychoanalyst includes in character. That is, the "internal demands" are the Triebe, 
the drive that might lead a writer to a certain kind of material. The habitual mode of 
bringing into harmony refers to a man's defenses; they in turn correspond to a writer's 
ways of dealing with his material— form and structure on the large scale, sentence on 
verse manner on the small. Finally, the "external world" for a writer is his reader. 
Naturally in man, as in a work of literature, these three things interact and modify one 
another, but one can set up a kind of rough comparison: content is to drive as form is 
to defense style is to character (defined as the habitual interactions of drive, defense, 
and external reality). Applying these onto Shaw refers to the process of 
psychoanalytically studying Shaw, the writer with "organic unity". While taking up 
the case of Shaw, who stands as a centre to the circumference which defines a world 
of literature based on 'style' of Shaw, a psychoanalyst critic can fruitfully dare to 
venture into the aforesaid three dimensional system of insight. The "drive, defense 
and external reality" trilogy enables one to be versatile in one's psychoanalytic 
approach to Shaw. The text-centred, writer-centred and reader-oriented researches in 
psychoanalysis cannot be compartmentalized for the three forms a man altogether 
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which is his style. (Shaw being viable for all the three modes fits into this criteria). 
The pervasive theme of style, as aforesaid, corresponds to psychoanalytic method of 
holistic interpretation from particular acts (or "behaviors") to a whole life. Holland 
opines that writers are particularly good for instancing style, because in every work 
they leave behind hundreds of choices from which one can state holistic patterns of 
sameness and difference. In his study of Shaw in The Aesthetics of I, Holland adopts 
the phrasing: 'to find or to be a purposeful and fulfilling opposite' which according to 
him brings together a series of terms, each of which can be used to 'encompass a 
cluster of traits of Shaw' (sec. 57). Shaw lures a psychoanalyst (critic) into a process 
of criticism which is very enriching in terms of insights. The three dimensional study 
of Shaw's style lends a systematic method of studying him. The phrasing of Holland 
dwells into interminable factors which go into the making of Shaw what he is. 
Sometimes Shaw sought an outer force to put his trust in and sometimes he because 
that purposeful i.e. mentally directed and willed: the way Shaw always tried to impose 
his own will on the raw, bodily material on life. In 'fulfilling' Holland includes not 
only mental fulfillment but also Shaw's deep concern with physical wellbeing, quite 
literally he and others would be fulfilled with food and drink and warmth and ideas. 
By 'opposite' he intends any other person or force, 'really, lovers as well as enemies, 
but always seen through Shaw's eye for change and reversals'. Holland believes that 
he (Shaw) might be the opposite himself, or he might seek an opposite in same outer 
force. The "identity theme", the head under which Holland discusses Shaw, the style 
and the man, captures the concept of identity. From this version of identity, a "sense 
of identity", really, has come a great deal of admirable work in psychiatry and 
psychoanalytic sociology, as in "This week I'm having an identity crisis". Holland 
adds a literary critic's precision to Erikson's "identity". He defines identity by an 
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operation or procedure for examining the style in which particular individual 
functions. He believes that in one sense he is refining the key term of Fenichel's 
classic definition, "habitual". Into the concept of I (identity) Holland adds the most 
exact of the modern theories of identity, that of Heinz Lichtenstein. Identity 
according to him has three simultaneous meaning, as: 
1. an agency 
2. a consequence 
3. a representation. 
The "I" represented by "an identity" is the I that is the subject of sentence like 
"I see", "I remember", or "I repress". This "I" tends to disappear in abstract 
discussions with norms like "vision", "memory", or "repression"; one reason that 
abstracting away from the person in philosophy sometimes leads to confusion. If 
"vision" makes a person vanish, imagine what "intertextuality" or "intersubjectivity" 
do. Identity, in the first act, is the agent initiating the actions that systematically create 
identity. One needs therefore to think of identity as a system. Identity is not only the 
active principle of such a system but also the passive self that system creates as it 
interacts with the world. Hence, identity is also a consequence (Identity is what is 
being created as the individual brings an already existing identity in the first sense) to 
new experiences. Identity in this second sense is the "I" that results because "I see", "I 
remember", or "I repress". Identity is what is created by living is necessarily 
correlative to identity in the first sense of agency. Hence identity is, if not 
paradoxical, at least circular. We shall need to resort to feedback when we wish a 
fuller model. The "we wish" and "model" reminds however, of the third term: identity 
as a representation. Identity is a way of putting into the dialectic of sameness and 
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difference that is a human life. The poets have long recognized that unifying 
dialective between sameness and difference. 
Given a myth or "identity theme" like this, Holland goes on to say how Shaw 
made the great, fertilizing ideas of his day (and, indeed, our own) functions of his 
personality. For example he rejected the principle of natural selection because it was 
(he said) a "fatalism" leading only to chance and randomness. He insisted on the 
Lamarckian idea that acquired characteristic can be inherited (which had no more 
scientific backing then than 2000) and on what he came to call creative evolution. 
Biology, to suit Shaw, had to have a purpose and direction, the improvement of the 
human species. 
The pattern according to Holland is that Shaw rejects "blind" determinisms in 
favour of a fulfilling purpose. Then he spoke of "the horror of [Darwinism's] 
banishment of mind from the universe" (sec. 57). He substituted creative evolution, 
which Shaw often imagined as feminine, a muse-matriarch who would lead us to 
greater knowledge, understanding and power over ourselves and our circumstances. 
Shaw was so opposed to determinism that he scarcely even accepted death as reality. 
According to the psychoanalytic perspective Shaw did not deal with the death 
in his plays until he answered William Archer's challenge to do so with The Doctor's 
Dilemma in 1906; even in that play, death has surely lost its sting. Next, comes 'to 
find or to be a purposeful and fulfilling opposite': 
If this identity theme truly enables us to say the consistency in what 
Shaw did and thought, then we should be able to see a rational not only 
behind Shaw's intellectual style but also the strangest aspect of the 
man, his sex life, notably his much vexed virginity, much vexed by his 
biographers anyway. (Holland sec. 58) 
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Holland observes Shaw's attitude towards sex in his life in the light of the theme 
based on 'a purposeful and fulfilling opposite'. He feels that Shaw's phrasing is quite 
chemical when he talks about his sex life. Shaw's mode of experimentation involves 
himself as a case and thus he is least bothered to talk about sex as any thematic 
concern vis-a-vis the drives of his characters in almost all their struggles in life. The 
romantic associations in his life, surprisingly, have been taken up by Shaw rather 
openly and objectively than his characters' discussion. This may be taken up as a 
notion which points towards Shaw's conviction that instincts and drives 
(psychoanalytic) lead to various manifestations in active life. 
Thus, Shaw perhaps never seemed to apparently believe but almost all his 
characters stand as testimony to this; Tanner in Man and Superman symbolizes 
Shavian ideology whereby projecting the process through which a man undergoes as a 
part of the universal movement of creativity by virtue of his capacity to produce forth 
the race of Superman. Ann, 'the boa-constrictor', successfully chases him owing to 
his suitability for the purpose of fulfilling her natural duty as a perperuator of the 
creative process. Both are moved by their id, which on the level of ego creates clash 
and thus forcing one to run away from the other. Tanner, but finally, succumbs to 
Ann's charm and is under the spell of love that is cast obviously onto him for he 
himself possesses an affinity for that. The sexual urge is again the motivating factor 
(the words sexual and sex have to be done away with their usual crude connotation ch. 
1) and its manifestations are Tanner's intellectual capacities which tend to lure Ann 
into a relationship which on the surface seems on the side of Tanner as something 
which he is always trying to run away from. This leads to the notion that the apparent 
decisions taken up by a human being have some different import in the psyche or 
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'psychical apparatus' as it is torn between the tussle (and subsequent negotiations) 
among Ego, Id and Super-ego. Hence Tanner does what he always despised to do. 
Coming back to Shaw's confession regarding his sex life one finds that at the 
age of forty three he entered in a marriage marked, so he reports, neither by sexual 
intercourse nor infidelity. Shaw's only period of sexual activity, then according to 
Shaw, was the fourteen years, from twenty nine to forty three. In that time, he tells us, 
"there was always some lady in the case and I tried all the experiments and learned 
what was to be learnt from them" (qtd. in Holland sec. 58). 
In the opening play of Back to Methuselah, Shaw and Eve finish the first act 
with an expression of repugnance at the serpent's revealing the secret of sexual 
activity, and (according to Pearson) Shaw explained her expression to St. John Ervine 
as her reaction to God's incredible "combination of the reproductive with excretory 
organs, and consequently of love with shame". When Shaw himself designed men and 
women, in the final play of pentalogy, he had them not excrete at all, come from eggs 
rather than childbirth, and leave sex to the young and unthinking. This observation by 
Norman N. Holland in his contemplation through the theme of 'identity' (or I) relates 
back to aforesaid comments regarding Man and Superman. What Holland states 
further is in equation with it directly: 
In his fastidiousness, I think, Shaw is expressing a fear of being closed 
or trapped by his lover. He is saying, 'I will keep that sexual opposite 
truly an opposite - separate, away from me — unless I can give myself 
to it or her as a part of my purpose, unless I can be fulfilled, too'. 
(sec.58) 
Thus Shaw did not prize sexuality as an end in its physical self. He wrote Frank 
Harris: 
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I liked sexual intercourse because of its amazing power of producing a 
celestial flood of emotion exaltation of existence which, however 
momentary, gave me a sample of what one day be the normal state of 
being for mankind in intellectual ecstasy. I always gave the wildest 
expression to this in a torrent of words, partly because it due to the 
woman to know what I felt in her arms, and partly because I wanted 
her to share it. (qtd. in Holland sec. 58> 
Holland observes that for Shaw, physical not mental ejaculation was something that 
received only contempt from him. His language treats ejaculation as a defeat or a 
mutilation of his body, the sort of thing lack of mental purpose leads to. The striking 
feature of Shaw's expressions regarding sexual pleasure is that he has his own 
combinations (like every other thing in the world) of it which are not referred to at the 
level of eroticism. Holland's observations suffice: Shaw, according to him, explicitly 
based the importance of sexuality, of everything really, in its enabling him to enter 
into a larger, controlling force. This is characteristic of Shaw as he always vows to 
explore beyond the definitive constructs be they are social, political, religious, literary 
or psychical. 
The next important thing is Shaw's life comes in the wake of his relationship 
with his father and his influence on him. Two important studies in psychoanalysis — 
Holland's and Erikson's take up this aspect. Holland, in continuation with the 
'Identity' theme-spotlight projected on Shaw feels that since Shaw could talk so freely 
about himself and his childhood, he lets us imagine how such a personal core might 
start. He tells us, observes Holland, that he saw in his family's snobbish pretensions 
(which they had not a fraction of the money they needed to keep up) the same kind of 
anticlimax that he liked in his own writing. He traced it to his father's inability to 
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resist capping a serious lecture to his son with a final, deflating joke. Shaw's father 
was weakened in still another, by the presence of the voice teacher G. J. Vandaleur 
Lee, who took up residence in the house. From him, Shaw says, he learned, "the 
skepticism as to academic authority which still persists to me." Erikson and Holland 
both correctly agree that Shaw's relation to his father is crucial. Shaw's relationship 
with his mother, on whom he was economically and not so emotionally dependent, 
also plays an important role in shaping out his relationship with his father. The 
emotional bonding that normally exists between a mother and a son was of peculiar 
nature in Shaw's case. He observes that in reaction against the repression faced by his 
mother from her aunt when she was a child, she allowed her own children every 
opportunity to develop naturally and freely. Shaw, as observed by his biographer 
Archibald Henderson, was not sentimental about his parents: he took them as a matter 
of course as a child should; and the notion that he was consciously in close spiritual 
harmony with his mother, admiring and adoring her for her musical gifts, receives no 
countenance from him (George Bernard Shaw: Man of the Century). He was left back 
with his father in Ireland at the age of fifteen when his mother went to settle in 
London along with her daughters to work G. J. V. Lee. Shaw started working as a 
clerk and was with his father who succumbed to drinking. The broken home and his 
struggle to make both ends meet in the company of his father is something which 
holds a contextual importance. The two men in his family, Shaw's father and G. J. V. 
Lee, had perception in Shaw's mind which came late after the impression of his 
relation with his mother who left him to servants who fed and otherwise treated him 
poorly. Holland opines that Shaw learnt from her mother that he could not rely on 
ineffectual, anticlimactic others opposite. He himself had to create himself. Late in 
life he said in a playful way that his mother was "the worst in the world", "the worst 
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mother conceivable ... within the limits of the fact that she was incapable of 
unkindness" (sec. 60). For a psychoanalyst these things hold immense significance for 
Shaw the artist went through a lot of rigorous designing and that took a toll in his 
literary enterprises too. To draw any equation between his characters and the 
constructs of his experiences is definitely too simplistic for this endeavor to dwell in 
exclusively. But what holds inherent significance is that the subconscious that was 
constructed over a period of time lent Shaw a versatile framework which portrays 
characters with strokes of reality and ideology. The manner in which characters 
interact in a text of more important vis-a-vis any thematic concern in psychoanalysis 
and an author/playwrights subconscious endearing may be of some help. The ongoing 
argument regarding Shaw in psychoanalytic terms is bound to provide assistance in 
the study of texts, for Shaw's characters are explicitly the constructs of his ideology 
and hence a human being's subconscious mind's play. 
Holland from the preceding ideas regarding Shaw's mother concludes that 
Lucinda Gurley Shaw must have been Shaw's first great disappointment, the 
prototype for his later sense of his father as an anticlimax and his persistent efforts in 
the face of such indifference to create his own nurturing world. 
Shaw, who was left by his mother at the mercy of servants and was fed by 
them, according to Holland, possesses a trait owing to which the style of his early 
relation with his mother persisted throughout his adulthood. All of us first meet life in 
terms of body activities like eating, handling standing, walking, talking and seeing. 
Holland observes that Shaw's dominant body mode was the very first way we take in 
the world, especially as it is represented in the persons of our mothers: eating. Years 
later, he would have Jack Tanner proclaim in Man and Superman: "There is no love 
that the love of food", and suggest to the lover Tavy, "Your head is in the lioness's 
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mouth: you are half swallowed already", only to find that, he (Tanner) himself is the 
"bee, the spider, the marked down victim, the destined prey" for Ann the "boa 
constrictor". This, however, his Don Juan says, is what ought to happen: "Life seized 
me and threw me into [the lady's] arms as a sailor throws a scrap of fish into the 
mouth of a seabird", (all qtd. in Holland sec.60); again, that fantasy of being 
swallowed, contained, or enclosed. 
Eating, in terms of conventional psychoanalysis, is related to oral zone of the 
physical territory of the human psyche. Oral intake or eating is another form of 
allowing some foreign element in the body. Also, eating is opposite process of 
physical ejaculation which as above mentioned was something despicable for Shaw. 
The psychical apparatus here tries to do away with some despicable process by 
vehemently putting up with its opposite and in Shaw's case eating is that opposite of 
despicable physical excretion. Holland observes his trait in a manner similar to the 
aforesaid argument: Shaw was a lifelong teetotaler, a nonsmoker and a vegetarian. He 
was a man much concerned with his mouth, but less with taking in (like the usual 
baby or adult, also it is opposite to taking out), more with keeping things out of it. 
This was a man who never shaved and who in the privacy of his home, every night 
before he went to bed, heard only by his mother or his wife or those who cared for 
him, he sang. Opera, folksong — he used anything at all for his mandatory 
constitution. This was a man who first made headway in the world as a compulsive 
orator of truly astonishing power. At the end, his cook Alice Laden reports (in her 
salutary collection of vegetarian recipes), he would dawdle over breakfast for two and 
a half hours and lunch for another two and a half. He was constantly nibbling on 
mango, chutney, marzipan and thickly iced cakes. All of this suggests that a man 
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whose life-style from beginning to end might well be a response to an absent mother 
and an empty mouth. To quote Holland: 
Focusing down to just Shaw's 'mouth' identity like the earliest 
psychoanalytic characterology. Looking backward into infantile mode, 
I can use the concept of identity, however, to trace Shaw's 
development upward and onward from that baby, who seems never to 
have been an infans, unspeaking and helplessly dependent, to the 
hardworking but unsuccessful novelist, the overpowering Fabian 
speaker, the sparkling music and drama critic, and finally the 
magnificently quirky dramatist. Through all those charges, I can phrase 
a persistent style — an identity theme, (sec. 61) 
As already mentioned, Shaw chose to counter his aversion to the process of taking out 
the things from the body, by his vehement and persistent use of vocabulary, images 
and analogies related to taking in mouth i.e. eating. Holland observes that Shaw's 
childhood may have had particular deprivations, but from them Shaw must have built 
some extraordinary strength. In Shaw's works he finds that he responded to hunger 
and perhaps a fear about things coming into his mouth by deciding to make things go 
out of his mouth. His father's early letters describe him as another noise-maker in the 
family of noisemakers. Instead of being the usual dependent child, he became a do-it-
yourselfer. He would himself create the nurturing mother and stable father his family 
did not provide. This type of independence in this survival and sustenance in mental 
make-up made Shaw create a world for himself that sought his boundless imagination 
and idealism. This is the bodily root for a mind that could imagine other people, 
places, and even universes (Holland). Shaw's early life defines a pervading impact on 
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the rest of his life. The child Shaw felt anger and loss at the absence of nurturing 
people. To quote Shaw: 
The fact that nobody cared for me particularly gave me a frightful self-
sufficiency, or rather a power of starving on imaginary feasts, 
that...leaves me to this hour a treacherous brute in matters of pure 
affection"; again 'starting', 'imaginary-feasts', i.e. images related to 
eating, (qtd. in Holland sec. 60) 
The neglect and carelessness towards Shaw, the child, by his mother created a lack. 
Due to the absence of someone who was purported to cater his hunger created a lack 
in Shaw; a lack that his mother would have fulfilled. Shaw, the literary artist, and a 
social iconoclast fretted hard and created a whole lot of world full of his own idealism 
and set in his fantasia. Holland comments that "frightful" and "treacherous" is 
perhaps because of the fearful knowledge that his parents were not what they 
purported to be, that whatever is, is not as it ought to be (including, perhaps, Shaw 
himself). Such a belief would provide an emotional base both for his ambition (to be 
something other) and his intellectual fury. Out of the early disillusionment perhaps, 
came that strange combination of idealism and realism that reveals Shaw as a 
disappointed romantic. This further takes onto his style. Out of the early 
disillusionment, Shaw emerged as a hard-hitting iconoclast who dared every canon 
and set up of the modern civilization and subsequently providing with an alternate to 
hold onto least the civilized world may live in the spell of that lack and oblivion 
which he lived in and through. 
A child's feeling and realization of the hard fact that the world was not as it 
ought to be would have led him to resolve to do or be that world himself, with a fierce 
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sense of opposition which took the bodily form of putting things out of his mouth 
instead of taking them in. Holland to quote: 
All this (aforesaid things) could have been the first body version of the 
distinctively Shavian style of the later life. Sensing it, we can unwind 
Shaw. We can unfold that inferred identity theme as Shaw transforms 
himself into the adult genius, (sec. 62) 
Referring back to his focus on the mouth's image and its subsequent relation to 
'taking in' as its opposite puts forth the notion that 'an audacious Shaw' was a 
subconscious attempt to seek cover for 'an intimidate Shaw'. To quote Holland: 'The 
young Shaw was a thoroughly disagreeable young man by all accounts, especially his 
own, precisely because of this fierce spirit of opposition for the sake of young 
independence' (sec.63). 'Never spare the feelings of touchy people", he told Pearson, 
"Hit them bang on the nose, and let them hit back: Then they can't quarrel with you"; 
surely a remarkable audacity in someone as 'unwardly timid as Shaw. Yet he did not 
show the timidity — just the opposite in his search for opposites. "I had ... an 
unpleasant trick of contradicting everyone from whom I thought I could learn 
anything in order to draw him out and enable me to pick his brains" (qtd. in Holland 
sec.63). 
Shaw's persistent attempt at carving out an opposite niche for himself 
culminated in his being an opponent himself. The iconoclast vehemently tried a 
tireless case in order seek an opposite of everything under the sun. This is probably 
due to his expectations, as he himself and, 'our expectations and not our experiences 
make the life...' Hence his expectations when juxtaposed with his experiences take a 
heavy toll and thus tend to create a lasting impetus on his psychological make-up. His 
achievements are always counted as battles won over some opponent. Because Shaw 
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made it an exclusive goal of his life to try and seek revenge in terms of iconoclasm 
that is his superior and accepted mode of opposition. This ambivalence, which is 
again an important trait of psychoanalytic criticism, creates a different focus on Shaw. 
Shaw's attitude as a litterateur stands through as a tested notion of ambivalence for he 
had always been trying to live through his opposites. He always put forth the ruling 
opposite and put back the crushed subject that was an intimidated Shaw. 
Holland feels that: 
... this fierce opposition so as to feed on his elders so displeasing in the 
brash young Irishman newly arrived in London, was to become one of 
the great English prose styles. (62) 
He wrote in Everybody's Political What's What, 'It is always necessary to overstate a 
case startlingly to make people sit up and listen to it, and to frighten them into acting 
on it' (qtd. in Holland sec. 63). It was Shaw's persistent attempt to put forth his views 
in the most 'startlingly' fashion probably for the reason that his aim was to satisfy his 
search for the opposite and this urge lured him into a style full of iconic temptations. 
Holland says that Shaw's need to find an opposite made his discovery of Marx 
no merely an intellectual event, but, in his own words, a "conversion". He became, he 
said, "a speaker with a gospel". He "sermonized". This man who based his motives in 
his physical needs found a theory that said the whole world ran by need. Shaw now 
could say that economics played the same role in his characters as anatomy in the 
figures of Michelangelo" 
Marx promised the fulfillment of still another deep wish of Shaw's, the need 
to feel that whatever is, is not as it purports to be. In particular, said Shaw, "Marx 
convinced me that what the [socialist] movement indeed was ... an unveiling of the 
official facts of capitalist civilization". "I had no ... difficulty ... understanding that 
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private property produces a government of 'damned thieves', who cannot help 
themselves, and must, willy-nilly, live by sobbing the poor"( qtd. in Holland sec. 63). 
Upto a great extent Shaw found in the theory (Marx) as an idealization all-
powerful, all-giving parent he never had. Further because it was a theory that 
embraced not only contemporary politics and economics but all of human history, it 
provided Shaw with the sense of purpose he so deeply needed. Even more, it was a 
theory of opposition, set out in the dialectic of thesis, antithesis and synthesis. Hence 
it could provide structure for any play he wanted to write or even any one sentence. 
Some well made cliche would provide the thesis; Shaw would turn it inside out into 
an amusing antithesis, and finally resolve the conflict into a not quite so revolutionary 
final synthesis. 
Marxism also provided Shaw enough stimuli to come up with a methodical 
rectification of his desire to be 'the purposeful opposite to his audiences' (Holland 
sec. 63). Marxism was a determined movement and a thought process which was in 
the stage of becoming a set notion manifested in all social constricts, thus Shaw had 
an inclination to oppose as an innate part of his psychological make-up. As Holland 
opines in this regard, 'Shaw revised orthodox Marxism away from the revolutionary 
stance into its milder, Fabian, constitutional, and less inevitable form. To quote Shaw 
himself, "my mind does not work in Hegelian grooves'" (Holland sec. 63). Through 
Marxist inclination Shaw got to be-friend people like Sidney Webb. This friendship 
provided Shaw furthermore with scope to successfully seek his opposite. Shaw found 
this friendship fulfilling for the reason that it filled his need for an opposite. Shaw's 
unconscious bias towards opposing stimuli in his life is rooted in his basic preference 
for the opposite ends of the human system. He, as discussed earlier, prefers to talk 
about food, mouth etc. in order to do away with the anxiety that downs on him due to 
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the other opposite of human biological make-up that is excretory system (anus, vagina 
etc.). Shaw tries to resist this through his modes of characterization and his speeches. 
In his plays he ends up talking decisively about the food-image, the terminology 
related to mouth (for e.g. Ann in Man and Superman is a boa-constrictor whose 
prospect with Tanner seems to be the mouth of lion in which Tanner should not head 
in). Thus when Shaw talks about Marxism he is unconsciously led to project a mode 
full of opposing strives. His friend Sidney Webb and his Marxist conversions were 
new ventures for Shaw to drive forth the iconic status out of the oppositions. 
Shaw went on to become an astonishing political orator due to the influence of 
Webb, Marx and the Fabians from 1879 to 1898. Speech or oratory was something 
which was bound to be Shaw's forte because it involved mouth and thus a medium of 
gratifying his inner opposing zeal as against his despise and anxiety to the other 
extreme of mouth. Shaw has confessed that at first he was a "... coward, nervous and 
self-conscious to a heart breaking degree", but once he had the experience of 
delivering the speech he became an undaunting spirit. The purposeful opposite: that 
Shaw always wanted to be was possible to become through oration for him. To quote 
him: 
I spoke in the streets, in the parks, at demonstrations, anywhere and 
everywhere possible. In short, I infested public meeting like an officer 
afflicted with cowardice, who takes every opportunity of going under 
fire to get over it and learn his business, (qtd. in Holland sec.63) 
It was like a battle for him in which he poured the energy which matched 'his inner 
need to become a purposeful opposite' (Holland sec. 63). Shaw had decided to make 
people sit up and listen to [the case], and to frighten them into acting on it. Thus 
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Shaw's search for an opposite and to be an opposite was fulfilled as he was the 
purposeful opposite to his audiences and he had his own purposeful opposite in Webb. 
When one juxtapose child and adult Shaw we find that as a child Shaw was 
gratifying his deepest needs in their most primitive mode he was putting something 
out of his mouth while as an adult he was a successful dramatist in the making 
someone similar to the Shavian hero. 
Norman Holland observes that such statement from Shaw is full of identity of 
both the young and the old Shaw. Shaw as a child (through this passage) seems to be 
running away from the indifference of his world into an imagined world where he 
could be what he wanted. Shaw's confession, "I was at ease only with the mighty 
dead", seems to give the sense of the great unresolved relation for this man which is 
between parent and child. 
The above analysis of Shaw and Psychoanalysis provides various enriching 
insights that have paved the way for the further analysis in the present thesis. 
Holland's critique has been instrumental in providing with various suggestions of the 
two plays that have been taken up in chapter 4 and 5. 
Works Cited 
Apter, T. E., Fantasy Literature. Bloomington: Indiana University Press, 
1982. 
Bloom, Harold. The Anxiety of Influence: A Theory of Poetry. London: Oxford 
University Press, 1975. 
Bonaparte, Marie. The Life and Works of Edgar Allan Poe: A Psychoanalytic 
interpretation. London: Imago, 1976. 
Burton. Bernard Shaw: The Man and the Mask. New York. 1916. 
Dervin, Daniel. Bernard Shaw: A Psychological Study. Lewisberg, Pa: 
Bucknell University Press, 1976. 
Felman, Shoshna. "Turning the Screw of Interpretation." Yale French Studies. 
(1977): 94—207. 
Fenichel, Otto. The Psychoanalytic Theory of Neurosis. New York: W. W. 
Norton, 1945. 
Freud, Sigmund. The Standard Edition of the Complete Psychological Works. 
Orig. Gesammelte werke, Vols. I-XVIII, London and Frankfurt-am-
main: 1940-68. 24 vols. London: Hogarth Press and the Institute of 
Psycho-Analysis, 1953. 
. "Dostoevsky and parricide". Vol. 21. 57—146. 
."Leonardo da Vinci and a Memory of His Childhood". Vol. 11. 1910. 
59—138. 
Henderson, Archibald. Bernard Shaw: Playboy and Prophet. New York: 
1932. 
Henderson, Archibald. George Bernard Shaw: Man of the Century. New 
York: Appleton-Century-Crofts, 1956. 
13. Hesketh, Pearson. Bernard Shaw, His Life and Personality. London: Methuen, 
1965. 
14. Holland, Norman N., Five Reader's Reading. New Haven and London: Yale 
University Press, 1975(b). 
15. Holland, Norman N., The Aesthetics of I on the website 
http://www.normanholland.com visited on 12.10.2001 (All references 
from this book are taken from this website where there are only 
sections in the text.) 
16. Holland, Norman N., The Dynamics of Literary Response. New York: 
Columbia University Press, 1989. 
17. Jones, Earnest. Hamlet and Oedipus. London: Victor Gollancz, 1949. 
18. Jones, Ernest. Life of Freud. Vol. 2. New York: The Hogarth Press, 1953-'57. 
291-294,314. 
19. Jung, Gustav. "Goethe's Faust". The Spirit in Man, Art and Literature. 
Princeton, New Jersey: Princeton University Press, 1972b. 
20. Lacan, Jacques. "Seminar on "The Purloined Letter'." Yale French Studies 48 
(1972b): 39—72. 
21. Neill, A. S., "Shaw and Education." G.B.S.90/Aspects of Bernard Shaw's Life 
and Work. Ed. S. Winsten. New York: Dodd, Mead, 1946. 
22. Nethercot, Arthur H., "Shaw and Psychoanalysis. " Modern Drama 
September, 1965.1964-'65. 356-375 
23. Nicoll, A. World Drama. George G. Hassap and Company Ltd, 1959. 
24. Ohmann, Richard M., Shaw: The Style and the Man. Wesleyan University 
Press, 1962. 
25. Rebora, Piero. Bernard Shaw/Comico e tragico. Firenza:Vellachi 1948. 
131 
26. Shaw, Bernard. "Biographers' Blunders Corrected." Sixteen Self Sketches. Ed. 
Frank Harris. New York. 1949. 
27. Shaw, Bernard. The Complete Preface of Bernard Shaw. London: Paul 
Hamlyn, 1965. 
28. Watson, B.B., A Shavian Guide to Intelligent Woman. London: Chatto and 
Windus, 1964. 
29. Winsten, Stephen. Jesting Apostle: Life of Bernard Shaw. London: 
Hutchinson, 1956. 
Application of Psychoanalysis to 
Man and Superman 
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Summary 
This chapter presents the study of Shaw's Man and Superman based on 
the two-level study of the text. The first level is based on the individualized 
perspective (i.e. one to one study of characters) in the play: the individuals and 
their 'drives' vis-a-vis their being male or female, the mutual conflict of the 
sexes, and the basic instincts that work in this conflict. The second level is that 
of an individual and society (world). Man being a social animal learns to 
convert/repress his desire's gratification. The postponement of gratification in an 
incessant way leads to a search for the appropriate time when no more 
postponement would be required. Thus the real gratification comes in the form of 
Death. The play within the play deals with this notion. In the Don Juan Scene the 
depiction of Hell/Heaven seems to provide with an accepted manifestation of the 
culmination of the search for the life's other i.e. Death since Death leads one to 
Heaven/Hell in pure worldly terms. The psychoanalytical framework that 
confines this study is based on the Classical Freudian concepts. 
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Chapter - IV 
Application of Psychoanalysis to Man and Superman 
A text, for a psychoanalytic critic, is not a clinical case-study. In fact a 
text simply invites the critic with literary parameters. Also, theorizing a text in 
psychoanalytic criticism does not mean to technically decipher the text with only 
one perspective. Psychoanalytic criticism has developed with interminable 
phenomena of rejection or acceptance of various aspects based on the innate 
relation of one theory with the other. Thus it is almost impossible for a critic to 
critique a text in isolation from varied perspectives of psychoanalytic criticism 
thereby confining one's study to some uniform concepts. The present study of 
Man and Superman also takes up this approach and hence is not confined to only 
one version of the criticism. The biographical intents regarding the playwright in 
the text are equally important as would any textual import be for 
psychoanalytical insights. The two-level study of the text is as follows. 
The first level is based on the individualized perspective (i.e. one to one 
study of characters) in the play: the individuals and their 'drives' vis-a-vis their 
being male or female, the mutual conflict of the sexes, and the basic instincts that 
work in this conflict. Shaw inculcates the doctrine of Life Force through the 
characters and thus presents various instances which are very close to the 
psychoanalytic worldview. This is the main argument of the ideological structure 
in the play. The conclusion of the play on the note of happiness and the desires of 
Ann being fulfilled, foregrounds the Freudian theory that human beings are 
driven by libido in their endeavors in life be they moral, social, religious and 
personal. The arrangements in the mind of the human beings enable them to 
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acquire socially acceptable versions of their instincts. 
The second level is that of an individual and society (world). Man being a 
social animal learns to convert/repress his desire's gratification. The 
postponement of gratification in an incessant way leads to a search for the 
appropriate time when no more postponement would be required. This continued 
postponement creates a lack; the self is haunted by the lack to seek its other. The 
other is the reason for the existence of binaries (life/death, male/female etc.). 
Thus the real gratification comes in the form of Death. The play within the play 
deals with this notion. In the Don Juan Scene the depiction of Hell/Heaven seems 
to provide with an accepted manifestation of the culmination of the search for the 
life's other i.e. Death since Death leads one to Heaven/Hell in pure worldly 
terms. 
With these two levels the study takes up a psychoanalytic critique of the 
play. There is a stir on the death of Ann's father in the first scene. After this the 
issue of Ann's guardianship comes up in the discussion in the play. This issue 
holds importance because Ann has to choose her guardian between the two 
people. This is quite significant because the two people in question are Tanner 
and Ramsden who share a conflicting relationship owing to their different 
viewpoints. Tanner (often considered to be Shaw's mouthpiece in this play) is a 
young man whom Ramsden considers unfit to guard a young woman as he has 
certain so-called behavioral indecencies which he attributes to Tanner's ideology. 
Tanner is open-minded, very liberal and unconventional in his attitude towards 
the issues related to various canonical institutions. In the very first scene we hear 
about his handbook which Ramsden throws into the waste paper basket. The 
moment Tanner and Ramsden appear together there is a very lively exchange of 
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words in which Tanner bluntly criticizes the 'obsolete ideas' of Ramsden, on the 
other hand Ramsden sneers at Tanner's approach to the issues that come up for 
their perusal. 
Ramsden [violently] Stuff, Sir. Talk Sense; or else go and waste 
someone else's time: I have something better to do than listen to 
your fooleries. [He positively kicks his way to his table and 
resumes his seat.] 
Tanner. You hear him, Tavy'. Not an idea in his head later than 
eighteen sixty. We can't leave Ann with no other guardian to turn 
to. 
Ramsden. I am proud of your contempt for my character and 
opinions, sir. Your own are set forth in that book, I believe. 
Tanner [eagerly going to the table] What! You've got my book! 
What do you think of it? 
Ramsden. Do you suppose I would read such a book, Sir? 
Tanner. Then why did you buy it? 
Ramsden. I did not buy it, Sir. It has been sent to me by some 
foolish lady who seems to advise your views. I was about to 
dispose of it when Octavius interrupted me. I shall do so now, with 
your permission. [He throws the book into the wastepaper basket 
with such vehemence that Tanner recoils under the impression that 
it is being thrown at his head]. (336) 
This piece suffices to the aforesaid argument and depicts the tussle between the 
two prospective guardians of Ann. Now what seems peculiar here is that the fight 
between the two seems apparently for Ann, but in fact Tanner is more than 
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willing to be freed from this duty and Ramsden's problem is that he does not 
want Tanner to be with him in this duty as is willed by the late father of Ann. 
The two men are locking horns basically over the relationship which they 
individually have with Ann. And finally it is Ann who comes to resolve the issue 
and persuades both of them to agree to what she desires. Firstly, the search for a 
guardian (that is to say someone who is going to fulfill the duties of Ann's 
father) ends in two people of which one is pursued by Ann as her suitor; the other 
stands as an opponent to this suitor as he opposes all his intentions and manners. 
Thus, an instinctive decision on part of Ann, that is to have both men as her 
guardian seems to be guided by a woman's innate desire to have best of all the 
possible options of the would be father of her children. In fact the reality is that 
the three men in the scene have in some way or the other romantic inclination 
towards Ann. They want to be dominated and loved by Ann. Besides Tanner and 
Ramsden there is Octavius who is too simplistic a man for Ann and "blushes and 
looks inexpressively foolish" at being teased by Ann. Second is the father-figure 
Ramsden who has full right to take care of Ann according to him, as he is her 
father's friend. But it is Ann's charms and her desire to drift towards Tanner 
(Ramsden is secretly apprehensive of Tanner as a competitor in this undefined 
race who stands a better chance of being closer to Ann) is what fears him. The 
third is Tanner who is the other extreme of Octavius whereby always trying to 
keep away from Ann as he scares that he may succumb in the end. Following 
extract further illustrates the facts mentioned about Octavius, Ramsden and 
Tanner: 
Tanner. Stand by her! What danger is she in? She has the law on 
her side; she has popular sentiment on her side; she has plenty of 
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money and no conscience. All she wants with me is to load up all 
her moral responsibilities on me, and do as she likes at the expense 
of my character. I cant control her; and she can compromise me as 
much as she likes. I might as well be her husband. 
Ramsden. You can refuse to accept the guardianship. I shall 
certainly refuse to hold it jointly with you. 
Tanner. Yes; and what will she say to that? What does she say to 
it? Just that her father's wishes are sacred to her and she shall 
always look up to me as her guardian whether I care to face the 
responsibility or not. Refuse! You might as well refuse to accept 
the embraces of a boa constricter when once it gets round your 
neck". (337) 
The three are disarmed by Ann in a very candid moment but potentially show the 
virtues befitting their status as being Ann's suitors. When Ann's mother forbade 
her from giving pet-names to people then the men categorically behave in more 
or less similar fashion and seemed to be getting tamed very willingly. 
Ann. How can you say such a thing, Mamma! [Glowing with 
affectionate remorse] Oh, I wonder can you be right! Have I been 
inconsiderate? [she turns to Octavius, who is sitting astride his 
chair with his elbows on the back of it. Putting her hand on his 
forehead she turns his face up suddenly]. Do you want to be treated 
like a grown-up man? Must I call you Mr. Robinson in future? 
Octavius [earnestly] Oh please call me Ricky-ticky-tavy. "Mr 
Robinson" would hurt me cruelly. [She laughs and pats his cheek 
with her finger; then comes back to Ramsden]. You know I'm 
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beginning to think that Granny is rather a piece of impertinence. 
But I never dreamt of its hurting you. 
Ramsden [breezily, as he pats her affectionately on the back] My 
dear Annie, nonsense. I insist on Granny. I wont answer to any 
other name than Annie's Granny. 
Ann [gratefully] you all spoil me, except Jack. 
Tanner [over his shoulder, from the bookcase] I think you ought 
to call me Mr. Tanner. 
Ann [gently] No you don't, Jack. That's like the things you say on 
purpose to shock people; those who know you pay no attention to 
them. But, if you like, I'll call you after your famous ancestor Don 
Juan. 
Ramsden. Don Juan! 
Ann [innocently] Oh, is there any harm in it? I didn't know. Then I 
certainly wont call you that. May I call you Jack until I can think 
of something else? 
Tanner. Oh, for heaven's sake don't try to invent anything worse. 
I capitulate. I consent to Jack. I embrace Jack. Here endeth my first 
and last attempt to assert my authority. (340) 
One can sense the emotional and psychological interactions between the 
characters which project the male-female conflict and hence the conflict of the 
drives of the sexes. The four characters in the scene are distinct in their age and 
experience but are bound by an interminable drive to centralize their potentials 
towards each other by virtue of their being man and woman. 
One has to keep in mind the otherwise suppressed intentions of each 
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character in this scene which will be gratified in the dream-scene later on in the 
play. Thus technically and meaning-wise also the sequence of the play seems to 
be a manifestation (no doubt not deliberate) of psychoanalytic theory. Freud's 
basic theory that one enjoys those pleasures, which one keeps postponing in the 
real life, in dreams and hence what seems to be a suppressed phenomenon in the 
deliberations of each characters as discussed already earlier, will come alive and 
unsuppressed in the dream. 
The next important event from a strategic point of view is Violet's secret 
marriage and her pregnancy. By the time the issue of Ann's guardianship is 
resolved another issue comes up for the same people in the same setting. Here 
another chance is provided to analyze the characters vis-a-vis this particular 
event in center. On the one hand is Tanner and on the other hand are all other 
people who react to this news in view of their ideology. Tanner rebukes and 
swears at everyone for their being critical or even apprehensive of Violet's 
dignity. In fact he holds her in high regard as she is stepping on motherhood. 
Thus, for Tanner everybody present here sounds ridiculous because his opinion 
in no way leads to sneer or doubt Violet. In a very nonserious and outrageous 
way he scoffs at Octavius, Ramsden and Ann. 
Octavius [rising with his fists clenched] who is the scoundrel? 
Ann. She wont tell us. 
Octavius [collapsing into the chair again] 
What a frightful thing ! 
Tanner [with angry sarcasm] Dreadful. Appalling. Worse than 
death, as Ramsden says. [He comes to Octavius]. What would you 
not give, Tavy, to turn it into a railway accident, with all her bones 
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broken, or something equally respectable and deserving of 
sympathy? 
Octavius. Don't be brutal, Jack. 
Tanner. Of course I am going to her. She wants help; she wants 
money; she wants respect and congratulation; she wants every 
chance for her child. She does not seem likely to get it from you, 
she shall from me. Where is she? 
Ann. Don't be so headstrong, Jack. She's upstairs. 
Tanner. What? Under Ramsden's sacred roof! Go and do your 
miserable duty, Ramsden. Hunt her out into the street. Cleanse 
your threshold from her contamination. Vindicate the purity of 
your English home. I'll go for a cab. 
Ann [alarmed] Oh, Granny, you mustn't do that. 
Octavius [broken heartedly, rising] I'll take her away, Mr. 
Ramsden. She had no right to come to your house. 
Ramsden [indignantly] But I am only too anxious to help her. 
[Turning on Tanner] How dare you, sir, impute such monstrous 
intentions to me? I protest against it. I am ready to put down my 
last penny to save her from being driven to run to you for 
protection. 
Tanner [subsiding] It's all right, then. He's not going to act up to 
his principles. It's agreed that we all stand violet. 
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Octavius. But who is the man? He can make separation by 
marrying her; and he shall, or he shall answer for it to me. 
Ramsden. He shall. Octavius. There you speak like a man. 
Tanner. Then you don't think him a scoundrel, after all. 
Octavius. Not a scoundrel! He is a heartless scoundrel. 
Ramsden. A damned scoundrel. I beg your pardon, Annie; but I 
can say no less. 
Tanner. So we are to marry your sister to a damned scoundrel by 
way of reforming her character! Oh my soul, I think you are all 
mad". 
Ramsden. Hmph! I'm not so sure of that. If any man has paid 
violet any special attention, we can easily find that out. If there is 
any man of notoriously loose principles among us -
Tanner. Ahem! 
Ramsden [raising his voice] Yes, sir, I repeat, if there is any man 
of notoriously loose principles among us -
Tanner. Or any man notoriously lacking in self-control. 
Ramsden [aghast] Do you dare to suggest that I am capable of 
such an act? 
Tanner. My dear Ramsden, this is an act of which every man is 
capable. That is what comes of getting at cross purposes with 
Nature. The suspicion you have just flung at me clings to us all. 
It's a sort of mud that sticks to the judge's ermine or the cardinal's 
robe as fast as to the rags of the tramp. Come, Tavy! Don't look so 
bewildered: it might have been me: it might have been Ramsden; 
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just as it might have been anybody. If it had, what could we do but 
lie and protest - as Ramsden is going to protest. (342-43) 
The quoted pieces point out the profundity of Tanner's beliefs and his ideology. 
He may seem to be using very peripheral examples in order to explicate his ideas 
but, this is no less than a truth that Tanner stands a test as he voices these 
rejoinders for he's that character who is chosen by the Nature through Ann to 
perpetuate its basic aim that is to carry on the flow of life-force. Tanner sounds 
humorous and sarcastic as against the call of the situation but he is very serious 
vis-a-vis Violet. This is deeply rooted in his concern for women i.e. the problem 
(or whatever women are destined to face) lies in their being capable of giving 
birth to the progeny and with the same the men try to project women as social 
culprits; this results due to the fear rooted in men's unconscious. Women being 
the capacitor of giving birth have an edge over men. This leads to anxiety and 
thus they seek a defense mechanism. This defense mechanism evolves by 
women's intimidation at the hands of men at any such juncture as the one in the 
present scene. Tanner seem to have undergone an evolution (as a man) in the 
other direction. He has concern, love, care and admiration for Violet irrespective 
of her marital status. 
This episode comes after the episode in which Ann's father was dead and 
the question before this company was to decide who would be and who would 
not be Ann's guardian. In that sequence the readers/audience are given a chance 
to see the different perspectives symbolized by Tanner and Ramsden separately. 
Tanner appears to be an indication of those qualities which Shaw wants his 
Superman to have. Whether or not Tanner is important for this particular thought 
is redundant here but the more significant aspect of this feature is that Tanner 
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opposes all those proposals which come from Ramsden in order to present the 
popular notion of good/bad, right/wrong, sane/insane etc. These accepted 
principles are based on many repressions on the part of the human beings. 
According to Frued most of the established norms and the endeavors taken up in 
human world are based on the division of different layers of "the psychical 
apparatus" of the mind; which is described as comprising Id, Ego and Super-ego. 
Id is the raw mass made up of desires, and thus, Ego needs to cut and craft out 
many repressions for the gratification of desires of Id. Thus, this repression 
means a continuous denial of pleasure. Whenever Tanner refutes the statements 
and faiths of Ramsden, he seems to be giving an upper hand to the call of Id. 
Infact it is a concern and acknowledgement of the presence of rawness in human 
beings if not the acceptance. Ramsden tries to come up with a negotiated, 
popularized and accepted notion of desires. At this particular moment, he seems 
to be in total command of his instincts; but in the Hell scene, we find that 
Ramsden along with Ann's father appears to gratify his desires and thus the call 
of Id by defying so many of his statements regulated in his life. 
Another important thing which needs a mention here is the sequence of 
the two events subsequently occurring in the same Act. Act I talks of two issues 
and incidentally both are about the guardianship/fatherhood. In the first scene the 
person in question is Ann who finds Tanner and Ramsden as her guardians 
according to the will of her late Father. Here is a search of father-figure and 
which partially ends in an amalgamation of father and beloved into one as far as 
Tanner is concerned, for Ann. In the second event in the Act I, we have Violet's 
expected child whose father is not known to the same set of characters who have 
just now solved Ann's guardianship matter. Thus for Shaw deliberately or in-
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deliberately, the matter of man's natural status i.e. fatherhood is a laughable 
stuff. A woman's being mother holds more importance as it comes out of the 
arguments from the play. The play's plot is also bossed on the great chase 
involving Ann (the chaser) and Tanner (the chased). It seems for the playwright, 
the basic truth of life is the woman's chase for a suitable man who could be the 
father of her children. While talking about Ann, Tanner speaks so: 
Octavius. She is the same to everybody, Jack: You know her 
ways. (He refers to Ann). 
Tanner. Yes: she breaks everybody's back with the stroke of her 
paw; but the question is, which of us will she eat? My own opinion 
is that she means to eat you. 
Octavius (rising). It's horrible to talk like that about her when she 
is upstairs crying for her father. But I do so want her to eat me that 
I can bear your brutalities because they give me hope. 
Tanner. Tavy: that's the devilish side of a woman's fascination: 
she makes you will your own destruction. 
. Octavius. But its not destruction: it's fulfillment. 
Tanner. Yes, of her purpose; and that purpose is neither her 
happiness nor yours, but Nature's vitality in a woman is a blind 
fury of creation. She sacrifices herself to it: do you think she will 
hesitate to sacrifice you? 
Octavius. Why, it is just because she is self-sacrificing that she 
will not sacrifice those she loves. 
Tanner. That is the profoundest of mistakes, Tavy. It is the self-
sacrificing women that sacrifice others most recklessly. Because 
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they are unselfish, they are kind in little things. Because they have 
a purpose which is not their own purpose, but that of the whole 
universe, a man is nothing to them but an instrument of that 
purpose. (340) 
Tanner is talking about women being the perpetuator of the Nature's 
wish/purpose/desire. This very substantially moots the fact that instincts and 
drives guide man and woman in their life. Women are driven by their instincts to 
chase the men in order to fulfill their purpose and, in addition to this, men are 
driven instinctively to be chased. Tanner talks about these issues in the wake of 
the matters which Shaw has made him take up and in the way in which he wants 
him to do so. Whatever is Shaw's ideology and whatever is the influence on him 
the philosophic import in Tanner's argument here do not stop one from drifting 
towards a Freudian interpretation of the things here. 
An analysis of Freud's topography interpretation here provides a 
wholesome impression of Tanner's viewpoint. One can very easily point out that 
when Tanner talks about women's chase and Nature's purpose he talks under the 
control of id. The domineering impact of id provides various manifestations in 
Tanner which sound his revolutionary thinking. 
Now coming to discuss furthermore the man-woman conflict in the play, 
one needs to shift whole emphasis on Tanner and Ann. Tanner and Ann share a 
very peculiar camaraderie whereby contributing to the analytic study of sexes in 
the play. Tanner and Ann look to be good friends from their very first meeting in 
the play. They talk about things in a manner which has an air of anticipation and 
it seems as if they had been continuously talking the same way the same thing for 
long duration. Tanner introduces Ann to us through a remark which seems 
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inevitable: 
Tanner. It's a copy of Whitefield's will. Ann got it this morning. 
Ramsden. When you say Ann, you mean, I presume, Miss 
Whitefield. 
Tanner. I mean our Ann, your Ann, Tavy's Ann, and now, Heaven 
help me, my Ann? (335) 
Tanner declares that Octavius is in love with Ann and 'that's another 
complication. Well, she will either jilt him and say I didn't approve of him...' 
Tanner and Ann seem to be together and complimenting each other for their 
affinities of contrasting nature. Tanner knows very well that Ann will not marry 
Octavius; this is because of his familiarity with Ann but in fact on second 
thought this seems to be a transfer of anxiety into an acceptable vent out. He is 
not just driven by his instinct here to have Ann but is too preoccupied with it and 
thus tries to speak just that opposite of what he wants. Tanner's anxiety is 
because of the fact that Ann lets no chance go away where she can reassess that 
she would be marrying Tanner. No doubt, the romantic confession comes only at 
the end but in an interminable manner the manoeuvres of Ann towards Tanner 
represent her plan. Tanner is anxious of the fact that he loves Ann and thus is 
prone to succumbing to her charms; but then this is what he wants. His instinct to 
please himself by garbing as a free revolutionary thinker creates a crisis in his 
psychological make-up. The id not only takes him towards a free, independent 
revolutionary life but also to a struggle where he seeks to gratify the sexual urges 
in him by marrying Ann. Out of this crisis the ego arises to present the Tanner 
whom we know as a man who fights hard to create a balance by being a 
revolutionist (partially guided by id). 
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Tanner vehemently despises even the slightest prospect of marrying Ann. 
At some junctures one also witnesses the frustration or a desperate strife in 
Tanner's speeches whereby confirming the notion that it is at being not able to 
become perfect in the sense of a perfect balance between id, ego and superego, 
man suffers anxiety. Being better than what he is, is the nagging problem; and 
thus never reaching that satisfactory culmination he feels ashamed of what he is. 
Betterment or culmination of satisfaction comes in the form of temporary success 
at finding something/someone which can nearly complement the lack. Thus, 
Tanner, while giving a piece of his mind to Ramsden speaks so: 
Ramsden [very deliberately] Mr. Tanner: you are the most 
impudent person I have ever met. 
Tanner [seriously] I know it, Ramsden. Yet even I cannot wholly 
conquer shame. We live in an atmosphere of shame. We are 
ashamed of everything that is real about us; ashamed of ourselves, 
of our relatives, of our incomes, of our accents, of our opinions, of 
our experience, just as we are ashamed of our naked skins. Good 
Lord, my dear Ramsden, we are ashamed to walk, ashamed to ride 
an omnibus, ashamed to hire a hansom instead of keeping a 
carriage ashamed of keeping one horse instead of two and a 
groom-gardener instead of a coachman and footman. The more 
things a man is ashamed of, the more respectable he is. Why, youre 
ashamed to buy my book, ashamed to read it: the only thing your 
not ashamed of is to judge me for it without having read it; and 
even that only means that youre ashamed to have heterodox 
opinions. Look at the effect I produce because my fairy godmother 
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withheld from me this gift of shame. I have every possible virtue 
that a man can have except -
Ramsden. I am glad you think so well of yourself. (337) 
In fact each and every word said here is true not only for the listeners but also for 
the speaker as he knows that he is trying to skirt the issue of his marriage with 
Ann as he too is ashamed of getting married. 
From the very first scene Ann has been wooing Tanner. When she talks 
to/about Tanner she is full of passionate intensity. In a manner which is very 
characteristic of Ann's ways towards Tanner she takes him for granted as 
someone who is perfect to stand in conflict with her intellectual charms. Both 
Ann and Tanner are manifestations of typical Freudian ambivalence which is an 
important emotional state of psychoanalytic theory. Ann and Tanner both seem 
to be different from other men and women in their love for each other and hence 
create a distinctive bond. Ann's ambivalence is marked in her behavior when she 
deals with Octavius and with Tanner. She is a balance between feminine and 
masculine traits. Ann does not like to be wooed by a typical romantic beau like 
Octavius; in fact she prefers to sort it out on her own and wooes Tanner instead. 
She does not want to be taken as a doe-eyed brainless beauty but incessantly 
projects herself as intelligent, mature and intellectually beautiful woman. She has 
womanly concern and affection, for her friends like Octavius, Violet and her 
sister Rhoda, but then she has a bold attitude also with which she asserts herself 
as a woman who does not wait for others to think of love her. Rather she speaks 
her mind and heart without any hesitation. Thus Ann is an ambivalent character 
personifying the balance between contrasting impulses: feminine/ masculine, 
love/ridicule, childish/mature and intellectual/idiotic. 
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Tanner when judged for the same state of emotion is found to be an 
interesting character. Tanner is also balanced between the warring impulses and 
hence ambivalently made up in his mind. On one hand Tanner is a revolutionary 
who blasts out every parochial boundary of social, moral and behavioral nature. 
He has a wit which disarms everybody in the play. His mind can best read the 
thoughts and ideas of others. The same Tanner is projected in some otherwise 
impulses of the aforesaid side. Tanner, despite all his intellect, wit and smartness 
gets disarmed at the hands of Ann who charms him. Tanner, though bold and 
sarcastically alert to any advancement towards him, has no weapon against Ann's 
overtures. He is a revolutionary to the limit of reform and has high regard for an 
apparently unmarried mother Violet. He too wants to be loved unlike his 
dominant roughness and rawness towards the matters of heart. In this manner 
Ann and Tanner stand out of the crowd and its only because of these ambivalent 
traits in them, that they have an unaccountable affinity for each other. They thus 
complement each other. One's anxiety and fears are treated by another's love. 
They stand as the prospective fulfillment of one another's lack but no doubt 
temporary. The following extract from the play speaks volumes in this context: 
Tanner, [studying her as gloomily as he studied the bust] You 
need not go begging for my regard. How unreal our moral 
judgments are? You seem to me to have absolutely no conscience 
- only hypocrisy; and you cant see the difference - yet there is a 
sort of fascination about you. I always attend to you, somehow. I 
should miss you if I lost you. 
Ann. [tranquilly slipping her arm into his and walking about with 
him] But isn't that only natural Jack? We have known each other 
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since we were children. Do you remember? 
Tanner, [abruptly breaking loose] Stop! I remember everything. 
Ann. Oh, I daresay we were often very silly; but 
Tanner. I wont have it, Ann. I am no more that school boy now 
than I am the dotard of ninety I shall grow into if I live long 
enough. It is over: let me forget it. 
Ann. Wasn't it a happy time? [she attempts to take his arm again]. 
Tanner. Sit down and behave yourself. [He makes her sit down in 
the chair next the writing table]. No doubt it was a happy time for 
you. You were a good girl and never compromised yourself. And 
yet the wickedest child that ever was slapped could hardly have 
had a better time. I can understand the success with which you 
bullied the other girls: your virtue imposed on them. But tell me 
this: did you ever know a good boy? 
Ann. Of course. All boys are foolish sometimes, but Tavy was 
always a really good boy. 
Tanner, [struck by this] Yes: youre right. For some reason you 
never tempted Tavy. 
Ann. Tempted! Jack ! 
Tanner. Yes, my dear Lady Mephistopheles tempted. You were 
insatiably curious as to what a boy night be capable of and 
diabolically clever at getting through his guard and surprising his 
inmost secrets. (344-45) 
Furthermore the defiant and strong Tanner seems to be pricked by Ann's 
insensitively innocuous remarks, at his anxiety of getting exposed in front of his 
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childhood friend, counts on him. And this adds another edge to Ann's relation to 
Tanner. Tanner treads on the truth that the present behavior of Ann appears close 
to the mother-like qualities and thus a childhood friend's identity merges with the 
identity of the mother. The prospective mother of his children, his beloved, his 
friend, his intellectual partner, his woman has shown the traits of having the 
knowledge of Tanner's childhood. Thus the fear of castigation has revived itself 
in Tanner as he feels stripped off all the identities and feels to ne left only as a 
raw mass of id. A man tries to shirk away from the repressed sexual love towards 
his mother when he is adult and is guided by the balanced arrangement of id, ego 
and superego. The strains similar to the tension of Oedipus complex persuade 
Tanner to immediately and abruptly check Ann's advancements in his past. To 
quote the text: 
Ann. What nonsense! All because you used to tell me long stories 
of the wicked things you had done - silly boy's tricks! And you 
call such things inmost secrets! Boys' secrets are just like men's; 
and you know what they are! 
(Mark the motherly compassion in Ann's tone which pricks 
tanner.) 
Tanner, [obstinately] No I don't. What are they pray? 
Ann. Why, the things they tell everybody, of course. 
Tanner. Now I swear I told you things I told no one else. You 
loved me into a compact by which we were to have no secrets from 
one another. We were to tell one another everything. I didn't notice 
that you never told me anything. 
Ann. You didn't want to talk about me, Jack. You wanted to talk 
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about yourself. 
Tanner. Ah true, horribly true. But what a devil of a child you 
must have been to know that weakness and to play on it for the 
satisfaction of your own curiosity! I wanted to brag to you, to 
make myself interesting. And I found myself doing all sorts of 
mischievous things simply to have something to tell you about. I 
fought with boys I did not hate; I lied about things I might just as 
well have told the truth about; I stole things I didn't want; I kissed 
little girls I didn't care for. It was also bravado: passionless and 
therefore unreal. (345) 
Tanner is persuaded (after a shocking declaration by Ann that Tavy was a really 
a good boy) to retort in a manner as in the just quoted speech where he makes 
Ann realize that his goodness was garbed with mischief and bully so that he 
could attract Ann's attention. Also the speech is marked with ten T V , portraying 
Tanner's intense desire to put across his stature in egotistically central position of 
the interaction. Further to carry on the same dialogue: 
Ann. I never told of you. Jack. 
Tanner. No; but if you had wanted to stop me you would have told 
of me. You wanted me to go on. 
Ann. [flashing out] Oh, that's not true: it's not true, Jack. I never 
wanted you to do those dull, disappointing, brutal, stupid, vulgar 
things. I always hoped that it would be something heroic at last. 
[Recovering herself]. Excuse me, Jack; but the things you did were 
never a bit like the things I wanted you to do. They often gave me 
great uneasiness; but I could not tell of you and get you into 
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trouble. And you were only a boy. I knew you would grow out of 
them. Perhaps I was wrong. 
Tanner [sardonically] Do not give way to remorse, Ann. At least 
nineteen twentieths of the exploits I confessed to you were pure 
lies I soon noticed that you didn't like true stories. 
Ann. Of course, I knew that some of the things couldn't have 
happened. But-
Tanner. You are not going to remind me that some of the most 
disgraceful ones did. 
Ann. [fondly to his great terror] I don't want to remind you of 
anything. But I knew the people they happened to, and heard about 
them. 
Tanner. Yes; but even the true stories were touched up for telling. 
A sensitive boy's humiliations may be very good fun for ordinary 
thick skinned grown-ups; but to the boy himself they are so acute, 
so ignominious, that he cannot confess them - cannot but deny 
them passionately. However perhaps it was well for me that I 
romanced a bit; for, on the one occasion when I told you the truth, 
you threatened to tell me. 
Ann. Oh, never. Never, once... (345) 
Few other important words that we hear from Tanner here need a mention. 
Tanner holds no bars when he confesses again and again that he is enchanted by 
Ann's charms and that Ann doesn't let him hold his self in composure. He tries 
to shed the burden off from his psyche by confessing to have a weakness towards 
Ann, thinking that this would get him rid of the anxiety; but to his shock he is 
154 
again and again emboldened into a new endeavor to build-up another 
psychological war against Ann's entry to his heart and mind. The continuum of 
this repeated maneuvere does not let him be free of this torn emotional state. 
Tanner to quote: 
Tanner, [enigmatically] It happened just then that I got something 
that I wanted not keep all to myself instead of sharing it with you. 
Ann. I am sure I shouldn't have asked for any of it if you had 
grudged it. 
Tanner. It wasn't a box of sweets, Ann. It was something youd 
never have let me call my own. 
An [incredulously] what ? 
Tanner. My soul. 
Ann. Oh, do be sensible, Jack. You know youre talking nonsense. 
Tanner. The most solemn earnest, Ann. You didn't notice at that 
time that you were getting a soul too. But you were. It was not for 
nothing that you suddenly found you had a moral duty to chastise 
and reform Rachel upto that time you had traded pretty extensively 
in being a good child; but you had never set up a sense of duty to 
others. Well, I set one up too. Upto that time I had played the boy 
buccaneer with no more conscience than fox in a poultry farm. But 
now I began to have scruples, to feel obligations, to find that 
veracity and honour were no longer goody-goody expressions in the 
mouths of grown-up people, but compelling principle in myself. 
Ann. [quietly] Yes, I suppose youre right; you were beginning to be 
a man, and I to be a woman. (346) 
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Like here, Ann has started the question of man/woman: manhood/ womanhood 
one can observe from the quote, which further follows, that Tanner's being a 
revolutionary has its root in his realization of the fact that his self has been a 
repressed phenomenon. Freud's notion that 'sublimation of instinct is an 
especially conspicuous feature of cultural development; it is what makes it 
possible for higher psychical activities, scientific, artistic or ideological, to play 
such an important part in civilized life' applies to Tanner in a sense that he is 
conscious of the fact that his self has been a suppressed entity. The consciousness 
of one's suppression is super-ego which is the self-critical aspect ego. The super-
ego has led Tanner to gratify his suppressed id through sublimation. This means 
that the capacity to exchange its originally sexual behavior (aim for another one), 
which is no longer sexual but which is psychically related to the first aim thus 
Tanner who seems to be energized by some great force to think and talk about 
various issues has his inspiration in a sublimation of instincts. His instincts seem 
to be sublimed in an ideological endeavor which is his revolutionary thinking. It 
is this gratification through sublimation on account of which he is trying to carve 
out a niche for himself; he is trying to assert his being an individual distinct from 
society. Tanner as against society stands as a human being whose instincts have 
sublimed in an intellectual and ideological endeavor which provides gratification 
to his suppressed instinct. In this way the warring with society and distinctness of 
individual from others (give in turn people like Tanner) who diverge their 
energies for society's construction and enrichment. Tanner to quote: 
Tanner. Are you sure it was not that we were beginning to be 
something more? What does the beginning of manhood and 
womanhood mean in most people's minds? You know: it means the 
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beginning of love. But love began long before that for me Love 
played its part in the earliest dreams and follies and romances I can 
remember - may I say the earliest follies and romances we can 
remember? Though we did not understand it at the time. No: the 
change that came to me was the birth in me of moral passion; and I 
declare that according to my experience moral passion is the only 
real passion. (346) 
The same revolutionary and retortful Tanner speaks to Ann about something in a 
manner which despite all the reasons is contributive to society's well-being: 
"Ann. But, Jack, you cannot get through life without considering 
other people a little. 
Tanner. Ay; but what other people? It is this consideration of 
other people - or rather this cowardly fear of them which we call 
consideration - that makes us the sentimental slaves we are. To 
consider you, as you call it, is to substitute your will for my own. 
How if it be a baser will that mine? Are women taught better than 
men or worse? Are mobs of voters taught better than statesmen or 
worse? Worse, of course, in both cases. And then what sort of 
world are you going to get, with its public men considering its 
voting mobs, and its private men considering their wives? What 
does church and state men now-a days? The woman and the 
Ratepayer. (347) 
The discussion between Ann and Tanner on the issue of manhood/ womanhood 
leads to an understanding among them which projects the idea that not just 
Tanner or Ann but both of them have realizations of the growth process in human 
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beings. They can observe the different stages of growth in each other, therefore, 
Tanner's not being able to acknowledge their love for each other is a symbol of 
his fear and anxiety (owing to his ego) that the instinct in him is dominating him 
and leading him towards a stage where his role of sublimed self (lover converted 
into a revolutionist) is under threat from the instincts. 
Ann. Our moral sense controls passion, Jack Don't be stupid. 
Tanner. Our moral sense! And is that not a passion? Is the devil to 
have all the passions as well as all the good tunes? If it were not a 
passion - if it were not the mightiest of the passions, all other 
passions would sweep it away like a leaf before a hurricane. It is 
the birth of that passion that turns a child into a man. (346) 
This moral passion should be taken as the ego which seeks to survive in the 
world and postpone the instant pleasure sought by the id. Thus Tanner 
acknowledges the realization of this instinctual balance in 'psychical apparatus'. 
Further to quote Ann now: 
Ann. You seem to understand all the things I don't understand; but 
you are perfect baby in the things I do understand". 
An. "I think men make more mistakes by being too clever than by 
being too good [she sits down, with a trace of contempt for the 
whole male sex in the elegant carriage of her shoulders]. (348) 
As already discussed, Tanner's psychological imports are being taken as an 
individual juxtaposed with society. He and Ann are setting an example of the 
struggle through which individuals undergo and adjust as individuals and as 
companions too. 
Tanner [remorsefully] Forgive my brutalities, Ann. They are 
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leveled at this wicked world, not at you. [she looks up at, pleased 
and forgiving. He becomes cautious at once]. All the same, I wish 
Ramsden would come back. I never feel safe with you: there is a 
devilish charm - or no; not a charm, a subtle interest [she laughs] -
Just so: you know it; and you triumph in it openly and shamelessly 
triumph in it! (348) 
Moreover in the final scene one witnesses the culmination of the thematic 
concerns taken up by the two people. In between we have the Hell scene which is 
an extreme presentation of the psychoanalytic pursuits which have been 
discussed uptill now. This needs a separate head to discuss which is discussed 
further in the chapter. Before that a mention about Ann and Tanner's final 
showdown in the last scene which involves almost all the people. Ann gets 
involved in an interaction with Octavius where she tries to clarify the things to 
him forever. She tells him without being impolite but rather in a very flirting 
manner that: 
Ann. What's the good, Tavy? You know that my mother is 
determined that I shall marry Jack. 
Ann. My father loved me. My mother loves me. Surely their 
wishes are a better guide than my own selfishness. (398) 
Octavius is too much in love with Ann to find any fault of hers in all her 
confessions. If at all Octavius can find anything worth mentioning for Ann then it 
is sheer praises and poetic yearnings of a lover. Ann very smartly takes herself 
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out of this crisis by telling Octavius that she is fulfilling by agreeing to marry 
Jack Tanner. Ann is a perfect example of a woman persuaded by her instincts to 
do what she wants and for that she has to act smartly. Without earning any ill-
impression in Octavius' heart she declares her plans as a selfless obeying 
daughter. At this particular moment one can mark the balance between Ann's 
psychical forces which are in complete accord with each other. Furthermore she 
has full confidence in her capabilities and she declares that, "theres no such thing 
as a willing man when you really go for him" (399). Ann's views after Tanner's 
earlier speeches seem to suffice to the notion that an individual is always guided 
by his/her id and his/her ego tries its best to cope with immediacy of survival by 
giving in to wait for pleasure sought by the id; so is Ann doing here. She has read 
Octavius' mind like a psychoanalyst; she tells him that it is infact satisfactory for 
Octavius that he is being denied matrimony with Ann because this further 
persuasion is rather a defence mechanism which has developed out of his anxiety 
to do away with a husband's life. Ann to quote: 
Ann.... I'm shocking you, I suppose. But you are really getting a 
sort of satisfaction already in being out of danger yourself. 
Octavius [startled] Satisfaction! [Reproachfully] you say that to 
me! 
Ann. Well, if it were really agony, would you ask for more of it? 
Octavius. Have I asked for more of it? 
Ann. You have offered to tell Jack that I love him. That's self-
sacrifice, I suppose; but there must be some satisfaction in it. 
Perhaps it's because youre a poet. You are like the bird that presses 
its breast against the sharp thorn to make itself sing. (399) 
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Octavius, according to Ann, is seeking to please his instincts by doing something 
which he had not thought of doing. In fact she had already told Tanner that it is 
the people like Octavius who do not marry rather people like Tanner marry. Thus 
it is evident that the energies of the instincts are stated accordingly in individuals 
and they select different roles for themselves. Such permutations of responses 
among the divisions of mind lead to one or the other type of behavioral 
inclinations. Thus Octavius though much in love with Ann, is not considered 
suitable by her as prospective husband. She finds Tanner, the unwilling one, to 
be a better choice. Octavius' willingness and then sacrifice and Tanner's 
unwillingness and the final succumbing, tell that these notions are their 
respective sublimations which they acquire to live and survive. 
On part of Tanner he loves a woman whom he knows to be a coquette 
who "has plunged Tavy head over ears in love with her without any intention of 
manying him" (400). She is a liar for him but still he confesses out of love or 
rather instinctual love that: 
Tanner.... I know perfectly well that all this about her being a liar 
and a bully and a coquette and so forth is trumped-up moral 
indictment which might be brought against anybody. We all lie; we 
all bully as much as we dare; we all bid for admiration without the 
least intention of earning it; we all get as much rent as we can of 
our powers of fascination... (401) 
Tanner, finally, belying all his egoistic philosophy and worldly wisdom, is ruled 
by his heart, his instincts, his libido and his basic desire to be happy and pleased. 
The Tanner who says: 
"Tanner [explosively] Ann: I will not marry you. Do you hear? I 
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wont, wont, wont, wont, WONT marry you". 
Has to say: 
"Tanner [groaning] Oh, that clutch holds and hurts. What have 
you grasped in me? Is there a father's heart as well as a mother's? 
Tanner. If we two stood now on the edge of a precipice, I would 
hold you tight and jump. (404) 
So, within a span of few minutes or rather few dialogues Tanner's 'WONT' 
changes to 'would'. This particular speech of Tanner echoes with a freed, 
zealous, disarmed, and raw tone which comes out of an individual who 
undergoes an orgasmic culmination of pleasure. This culmination is symbolic in 
Ann's swooning, finally. Thus the final scene weakens the manifestations of ego. 
The id gets its way through whereby the two individuals have to come down to 
the basic language of pleasure and that is sex. Tanner seeks their being either 
father or mother which denotes that Ann has been the center of his sexual 
attention whom he always tried to do away with, with equal zeal to resist, so that 
the pleasure could be postponed for the appropriate time. The final scene is 
romance at its peak. The play which sought so many intelligent maneuvers to the 
big problems of individuals and society has definitely the basic truth to say in the 
end: the pleasure is the ultimate goal of every psyche which, however, may have 
been delayed but is inevitable to achieve its manifestation in the suitable 
individuals in a very basic natural manner i.e. love, love for each other's instincts 
and thus love for pleasure. This may no doubt be a temporary halt for the search 
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of 'the other', the search for fulfilling the lack but it is the most important part of 
one's construction or deconstruction as an individual who contributes to the 
enrichment of civilization. This is in fact the ultimate goal of the psychoanalytic 
insights into the constructs of civilization. 
In the third Act all the hierarchies are subverted. This Act draws its 
strength from the fact that this subversion of hierarchies is with reference to the 
established and accepted institutions and notions of human civilization which are 
time, space, age, good, bad, love, marriage etc. This should be attributed to the 
fact that dream-scene is a display of gratification of unfulfilled desires of the 
characters of the play. These unfulfilled and suppressed desires can be witnessed 
in the other scenes. These have been discussed above. The freedom that is 
enjoyed by the characters here explicates the finality of pleasure and elimination 
of lack brought about by the death. These people are shown to enjoying a post -
death scenario. To quote David J. Gordon in this regard: 
It is not just discursive freedom that is involved here but the kind 
of conceptual concentration, freed of time-space limitations that 
we associate with poetry. The ascent-to-heaven metaphor, though 
already climactic in Shaw's previous plays, had to be worked up 
to. Here it is essential, the ore to be mined. One might say that act 
3 shows us language as action whereas the other acts, like most 
drama, show us action as language. That is, act 3 is really about the 
quintessential metaphor of springing to the plains of heaven; the 
rejection or transformation of conventional happiness into creative 
vitality, of the beautiful into the sublime, is Don Juan's very raison 
d'etre. {\\2) 
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In the dream scene the play also reaches a flashpoint where the heaviness of 
philosophy that rules the Acts 1, 2 and 4 seems to be diffused in the lightness of 
the comedy. Each character in the Acts 1, 2 and 4 has a mask to put up with the 
accepted moral visions of their desires. Each of them has a distinct seriousness 
and a commitment to that seriousness. In the dream-scene all the characters seem 
to enjoy the pleasure of doing away with this seriousness and thus put off the 
masks. This is a manifestation of their desire's gratification which takes place in 
a very obvious manner as dreams are the modes of realizing one's suppressed 
wishes according to Freud. To quote David J. Gordon: 
There are other resistant voices, too, conceived in a more relaxed 
comic spirit but contributing to the rich tension of the work. 
Roebuck Ramsden may not be the most formidable antagonist - he 
was an advanced thinker of sorts a generation earlier than Tanner -
but he puts up enough resistance to his co-executor's ideas to 
create opportunities for a cutting wit. Then there are four 
distinguishable varieties of sentimentalist—Octavius, Hector, 
Malone Senior and Mendoza (who becomes as the Devil a much 
more sophisticated spokesman). They too spark Tanner's wit and 
expose themselves unconsciously to the edge of Ann's and 
Violet's keen practical sense. The comic role of Straker, Tanner's 
chauffeur and New Man, is a composite of the conventionality of 
the men, the shrewdness of the women, and a droll insouciance 
regarding the whole business of social change. An equally 
effective comic insouciance (more truly philistine than Ann's 
because it lacks any heroic potential) is attributed to Mrs. 
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Whitefield who readily perceives her daughter's hypocrisy but is at 
ease with inconsistency, commenting with motherly dutifulness 
that Ann must after all marry someone and that Tanner, because he 
can take care of himself, will do very well. We have also the witty 
political caricatures of Mendoza's brigands, who, for example, find 
the phrase 'friend and chauffeur' contradictory. And there is the 
fine irony, important to the structure of act 3, of the attractively 
worldly Statue first choosing Heaven as a matter of course, then 
shedding his sense of duty and finding his proper niche in Hell. 
Representing another version of the earlier worked out in 
Burgoyne, the statue provides important ballast in act 3 the since 
the Devil's hedonistic doctrine must, for the sake of the needed 
rhetorical energy, be dealt with harshly. (116—117) 
Ann's chase of Tanner as her suitor acquires added dimension in the dream-
sequence. Ana is more conventional than Ann and weaker in relation to Don Juan 
than Ann is to Tanner. This weakness is deceptive because in the dream Ana 
(Ann) seems to be getting on with the goal of her vitalistic desires in a more 
calculative and pleasurable manner. Ana seems to be enjoying the putting off the 
mask of boldness that Ann has to put on in actuality. The lack of boldness is 
owing to Ana's basic instincts that drive her towards her wish-fulfillment in this 
submissive role, a role that seems to be more in harmony with her real desires 
and nature. Therefore the chase that is just a metaphor in the other Acts is an 
actuality in the dream-scene. Here Ana flies after her suitor Juan. Tanner also 
dreams his wish-fulfillment as he dreams 'his own capture yet heroically dreams 
its occurrence on the plains of heaven' (115). This is a suppressed desire of 
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Tanner to fall for the charms of Ann as has been discussed in the first part of 
discussion here: 
Ann offers a resistance to the sublime other than the devils. As Wisenthal (1974) 
observes, she is different from the devil, both less sentimental and less cynical, in 
the prosaic view she takes of marriage, and she becomes 'a spokesman for the 
earthly, for the real, tangible world of flesh and blood' (28). Moreover, her 
resistance fuels her own spring to the heights. At the end of the dream sequence, 
indeed after Juan has left Hell to return to Heaven, she is seriously enough 
beguiled by the debate she has heard to inquire about this 'Superman'. 'He is not 
yet created', the Devil informs her, taking an urbanely cynical view of the human 
capacity for self-improvement. But the word 'created' may be understood in a 
more commonplace sense and Ana seizes on that implication in a speech that 
superlatively fuses the comic with the sublime: 
Ana. Not yet created! Then my work is not yet done. [Crossing 
herself devoutly] I believe in the life to come. [Crying to the 
universe] A father! A father for the Superman!] (689) 
Despite her conventional beliefs she is suddenly alive with instinctual purpose 
and flies after Juan, just as in the realistic plot framing the dream sequence Ann 
is flying after Tanner. In fact Ann catches up with him at last upon his awakening 
in the Spanish Sierra Nevada. In other words, Tanner comically dreams his own 
capture yet heroically dreams its occurrence on the plains of heaven. Ana is 
comic by virtue of her philosophic naivete (her pursuit could be confused with 
vulgar husband-trapping) but at the same time she is shown to be motivated by 
the same vital energy, the same will to improvement or Life Force that is driving 
Juan. Her 'I believe in the life to come' is an exquisitely poised ambiguity, 
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allowing itself to be understood equally well as orthodox Christian and 
unorthodox Shavian doctrine." (114—115) 
The topography view of Freud and other psychoanalytic notions thus lend 
significant insights to the play as has been discussed here. 
167 
Works Cited 
1. Shaw, Bernard. The Complete Plays of Bernard Shaw. London: Paul 
Hamlyn, 1965. (All the quotations are taken from this text) 
Application of Psychoanalysis to 
Candida 
168 
Summary 
This chapter takes up an analysis of Candida drawing heavily on the play's 
complexity. The first part of the analysis takes up a conflict that has nuances of 
modern urbanity whereby the three major characters are mature enough to accept their 
psychological falsities and thus sit down to have a table talk on the issues of love and 
marriage; second part of the analysis takes up a situation that can be sufficiently 
explicated for the analysis of Freud's concept of Oedipus complex. In both these 
aspects of the play an insight based on the psychological conflicts and complexities 
brings out much enriched discussion. 
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Chapter—V 
Application of Psychoanalysis to Candida 
Candida is a play of very complex nature though apparently it seems to be 
presented with neatly sorted plot and characters. Its complexity lies in two things: 
firstly it incorporates a conflict that has nuances of modern urbanity whereby the lady, 
her husband and her lover are mature enough to accept their psychological weakness 
and thus sit down to have a table talk on the issues of love and marriage; secondly the 
play presents forth a very interesting situation that can be sufficiently explicated for 
the analysis of Freud's concept of Oedipus complex. In both these aspects of the play 
an insight based on the psychological conflicts and complexities brings out much 
enriched discussion. 
Conflict and a seemingly un-Shavian charge of emotion strike us immediately 
as we enter the play. The atmosphere is thick with disputes and accusations, thrust and 
counterthrust. The characters fight each other and often themselves. Listen at the 
outset to the bickering between the pert secretary Proserpine Garnett and the young 
curate Lexy Mill: 
Proserpine [impatiently, pulling the letter she has been working at of 
the typewriter and folding it]: Oh, a man ought to be able to be fond of 
his wife without making a fool of himself about her. 
Lexy [shocked]: Oh, Miss Prossy! 
Proserpine [snatching at the stationery case for an envelope, in which 
she encloses the letter as she speaks]: Candida here, and Candida there 
and Candida everywhere! [She licks the envelope]. It's enough to drive 
anyone out of their senses [thumping the envelope to make it stick] to 
hear a woman raved about in that absurd manner merely because she's 
got good hair and a tolerable figure. 
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Lexy [with reproachful gravity]: I think her extremely beautiful, Miss 
Garnett [He takes the photograph up; looks at it; and adds, with ever 
greater impressiveness] extremely beautiful. How fine her eyes are! 
Proserpine: Her eyes are not a bit better than mine: now! [He puts 
down the photograph and stares austerely at her]. And you know very 
well you think me dowdy and second rate enough. 
Lexy [rising majestically]: Heaven forbid that I should think of any of 
God's creatures in such a way! [He moves stiffly away from her across 
the room to the neighborhood of the bookcase]. 
Proserpine [sarcastically]: Thank you. That's very nice and 
comforting. (125-126) 
A moment later Morell quarrels with his father-in-law Burgess. 
Burgess: ... James: three years ago, you done me a hil turn. 
You done me hout of a contrac; and when I gev you arsh words in my 
natural disappointment, you turned my daughrter again me. Well, Ive 
come to hact the part of a Kerischin. [Offering his hand] I forgive you, 
James. 
Morell [starting up]: Confound your impudence! 
Burgess [retreating, with almost lachrymose deprecation of this 
treatment]: Is that becomin language for a clorgyman, James? And 
you so particular, too! 
Morell [hotly]: No, sir: it is not becoming language for a clergyman. I 
used the wrong word. I should have said damn your impudence: that 
what St. Paul or any honest priest would have said to you. Do you 
think I have forgotten that tender of yours for the contract to supply 
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clothing to workhouse? 
Burgess [in a paroxysm of public spirit]: I hacted in the hinterest of 
the ratepayers, James. It was the lowest tender: you carnt deny that. 
Morell: Yes, the lowest, because you paid worse wages than any other 
employer - starvation wages-aye, worse than starvation wages - to the 
women who made the clothing. Your wages would have driven them to 
the streets to keep body and soul together. [Getting angrier and angrier] 
Those women were my parishioners. I shamed the Guardians out of 
accepting your tender: I shamed the ratepayers out of letting them do it 
: I shamed everybody but you. [Boiling over] How dare you, sir, come 
here and offer to forgive me, and talk about your daughter. (127) 
A while afterward Marchbanks tells Morell he loves Candida and then counters the 
older man's patronizing tone: 
Marchbanks: ... You are very calm and sensible and moderate with 
me because you can see that I am a fool about your wife; just as no 
doubt that old man who was here just now is very wise over your 
Socialism, because he sees that you are a fool about it. [Morell's 
perplexity deepens markedly. Eugene follows up his advantage, plying 
him fiercely with questions]. Does that prove you wrong? Does your 
complacent superiority to me prove that I am wrong? 
Morell. Marchbanks: some devil is putting these words into your 
mouth. It is easy-terribly easy-to shake a man's faith in himself. To 
take advantage of that to break a man's spirit is devil's work. Take care 
of what you are doing. Take care. 
Marchbanks [ruthlessly]: I know. I'm doing it on purpose. I told you I 
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should stagger you. 
They confront one another threateningly for a moment. Then Morell 
recovers his dignity. (133) 
And after Morell speechifies at him, the poet replies: 
Marchbanks [looking round wildly]: Is it like this for her here 
always? A woman, with a great soul, craving for reality, truth, 
freedom; and being fed on metaphors, sermons, stale perorations, mere 
rhetoric. Do you think a woman's soul can live on your talent for 
preaching? 
Morell [stung]: Marchbanks: you make it hard for me to control 
myself. My talent is like yours insofar as it has any real worth at all. It 
is the gift of finding words for divine truth. 
Marchbanks [impetuously]: It's the gift of the gab, nothing more and 
nothing less. What has your knack of fine talking to do with the truth, 
any more than playing the organ has? Ive never been in your church; 
but Ive been to your political meetings; and Ive seen you do whats 
called rousing the meeting to enthusiasm: that is, you excited them 
until they behaved exactly as if they were drunk. And their wives 
looked on and saw what fools they were. Oh, it's an old story: youll 
find it in the Bible. I imagine King David, in his fits of enthusiasm, 
was very like you. [Stabbing him with the words] "But his wife 
despised him in her heart." 
Morell [wrathfully]: Leave my house. Do you hear? [He advances on 
him threateningly]. 
Marchbanks [shrinking back, against the couch]: Let me alone. Dont 
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touch me. [Morell grasps him powerfully by the lappell of his coat: he 
cowers down on the sofa and screams passionately] Stop, Morell: if 
you strike me, I'll kill myself: I wont bear it. [Almost in hysterics] Let 
me go. Take your hand away. 
Morell [with slow emphatic scorn]: You little snivelling cowardly 
whelp. [He releases him]. Go, before you frighten yourself into a fit. 
[133-134] 
And we are not yet out of Act I! The very directions for the way characters are to say 
their lines read like a Wagnerian opera's expression marks: Burgess replies "trembling 
with rage"; Proserpine "highly incensed ; Marchbanks "passionately", "desperately", 
"piteously"; Morell "in a suffocated voice", "almost fiercely", "grimly"; and Candida 
herself ranges from "gaily" to "remorsefully". Critics who say that Shaw's theater is 
too intellectual have surely not read this play. 
The play involves a number of minor climaxes that intensify the psychological 
complexity of the play. There are multiple revelations involved in the play. The play 
is built on the uncovering of secrets; the conflicts most often spring from one 
individual defending a secret that another individual is determined to expose. We 
have already seen Proserpine being provoked by Lexy into exposing her jealousy of 
Candida, and a moment later he is forced to acknowledge his slavish adulation of 
Morell. Old Burgess is compelled to agree that he is a scoundrel under Morell's 
demand that truth be faced, and then Morell himself begins to show self-doubt under 
Marchbanks's withering directness. And the revelations continue until the play's end 
when, with marvelous counter pointing. Shaw makes the poet, who had been eager to 
reveal his secret love for Candida, acquire a special secret of his own as he flies out 
into the night. 
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Another device is the unusual degree of physical contacting. In none of Shaw's 
other plays is there so much actual touching. For instance, when Candida returns 
home she is kissed by her husband and by her father, and at the end of the play the 
husband and wife again embrace. In the erotically laden scene by the fireplace, 
Marchbanks rests his head and then his arms in Candida's lap. Morell at one point puts 
his arm affectionately on the poet's shoulder, and the poet himself, at the very moment 
when the men are about to ask Candida to choose between them, places his hand on 
Morell's forearm as if to draw courage from him. Marchbanks twice suffers rough 
handling from an enraged Morell, and his knee is tapped and then gripped by Burgess 
when he confides in him. Candida above all displays a very active pair of comforting 
hands, whether she is caressing her husband, or sitting at his feet and embracing his 
knees, or arranging the poet's hair and adjusting his collar. It is as if the playwright, 
responding to some obscure personal impulse but directing it with consummate con-
trol, has allowed the human body itself to become the chief theatrical prop. Such an 
impulse is rooted in the desire to celebrate one's identity. The suppressed libido, 
according to the Economic Topography of Freud, gets transformed in culturally and 
socially acceptable constructs of the institutions. In the scene here the accepted 
notions seem to be closer to the show of confidence and openness. Such confidence 
and openness provide a pleasure of intriguing nature that borders on the gratification 
of the suppressed libido. One finds various examples of such an exhibition of 
pleasure. In the case of Candida it is her wit that fetches her, this pleasure. Being a 
Shavian New Woman she is visibly pleased at various junctures when she 
outperforms others specially the three men Morell, Marchbanks and her father 
through her intelligent use of language: pregnant with disarming wit and satire. 
Following extracts sufficiently portray the same: 
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Candida: Of Course she is. [She takes up her hand-bag]. And now I 
MUST LEAVE YOU TO James for the present. I suppose you are too 
much of a poet to know to know the state finds her house in she's been 
away for three weeks. Give me my rug. [Eugene takes the strapped rug 
from the couch, and gives it to her. She takes it in her left hand, having 
the bag in her right]. Now hang my cloak across my arm. [He obeys]. 
Now my hat. [He puts it the hand which has the bag]. Now open the 
door for me. [He hurries before her and opens the door]. Thanks. [She 
goes out; and Marchbanks shuts the door]. (131) 
In another speech one can sense the same feelings on the part of Candida: 
Candida [jarred] Oh, James! how could you spoil it all? 
Marchbanks [firing up] Yes, to be idle, selfish, and useless: that is, to 
be beautiful and free and happy: hasnt every man desired that with all 
his soul for the woman he loves? Thats my ideal: whats yours, and that 
of all the dreadful people who live in these hideous rows of houses? 
Sermons and scrubbing brushes! With you to preach the sermon and 
your wife to scrub. 
Candida [quickly]: He cleans the boots, Eugene. You will have to 
clean them tomorrow for saying that about him. 
Marchbanks: Oh, dont talk about boots! Your feet should be beautiful 
on the mountains. 
Candida: My feet would not be beautiful on the Hackeney Road 
without boots. (139) 
Similar display of intriguing pleasure is witnessed in the repartee between 
Marchbanks and Morell also where the surprising confidence of Marchbanks shakes 
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the apparent strength of Morell's polished and rich mannerisms. The interesting 
insight that one enjoys here is that according to the normal yardsticks of materialistic 
society Morell, the one who should be more relaxed and secure of his potentials 
seems to be unnerved easily whereas, Marchbanks, the one who is deprived of all the 
emblems of a secure life and presently depends on Morell for his means, is full a 
beaming life-force. The pleasure that Marchbanks derived in his confession of love 
for Morell's wife in front of Morell makes him a perfect symbol of a great power of 
the deviant impulse that the individual acquires while in the search for identity 
(Holland sec. 58). 
Marchbanks [twisting himself round on him] Oh, 1 am not forgetting 
myself: I am only [covering his face desperately with his hands] full of 
horror. [Then, dropping his hands, and thrusting his face forward 
fiercely at Morrell, he goes on threateningly] You shall see whether 
this is a time for patience and kindness. [Morell firm as a rock, looks 
indulgently at him]. Dont look at me in that self-complacent way. You 
think yourself stronger than I am; but I shall stagger you if you have a 
heart in your breast. 
Morell [powerfully confident] Stagger me, my boy. Out with it. 
Marchbanks: First— 
Morell: First? 
Marchbanks: I love your wife. 
Morell recoils and, after staring at him for a moment in utter 
amazement, bursts into uncontrollable laughter. Eugene is taken a 
back, but not disconcerted; and he soon becomes indignant and 
contemptuous. (132) 
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The negative or ridiculed side of Marchbanks produces a current of sympathy for his 
antagonist Morell, which is strengthened when Eugene and Candida verbally assault 
him. He also wins our respect by his kindliness to his secretary and his curate, by his 
firmness with Burgess, his forbearance toward his exasperating young rival, and his 
courage in leaving that rival alone in the house with Candida. In other words Shaw 
here again, as with Marchbanks, strikes the difficult balance between creating a purely 
satiric character and an admirable one, and he makes the clergyman a worthy 
opponent for the more inherently romantic figure of the poet. Some of Morell's traits, 
particularly those relating to his personal appearance, were drawn from contemporary 
Christian Socialist ministers; Shaw said he had Stopford Brooke chiefly in mind, but 
other names have been put forth also. No doubt the portrait is a composite one, as it 
was with Marchbanks also. Yet just as with Marchbanks, Shaw may have found the 
creative process facilitated by being able to identify with Morell. The Reverend is a 
forty-year-old Christian Socialist who lives by words and is highly dependent on the 
maternal care of his wife. Shaw is a thirty-eight-year-old Fabian Socialist who lives 
by words, resides at his mother's house in London, and is still to a large extent 
financially and emotionally dependent on her. Both men preach their varieties of 
socialism to entranced audiences and are attractive to women. As Shaw in one of his 
letters noted Morell's "readiness to boss people spiritually," his "certainty that his own 
ideas, being the right ideas, must be good for them," so too did various people note 
these qualities in Shaw himself; and the description of Morell in his public role as 
"facile, cheery, spontaneous, fluent, emphatic, unhesitating and bumptious" could on 
the whole be applied as well to the public Shaw. If in Marchbanks Shaw partly mocks 
aspects of his past self, in Morell he partly mocks aspects of his present self. 
Seen in this light, some of the play's criticism of Morell can be viewed as 
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Shaw's self-criticism. At a later time, when famous and rich, Shaw would quip that he 
did not throw himself into the struggle for existence, he threw his mother into it; but 
his guilt over this still continuing dependency can perhaps be seen behind 
Marchbanks's thrust at Morell: "It horrifies me when I think of the doses of [cant] she 
has had to endure in all the weary years during which you have selfishly and blindly 
sacrificed her to minister to your self-sufficiency" (140). In fact so intent is Shaw in 
his self-criticism that at times it results in small inconsistencies} as when Marchbanks 
implies that the women at the meetings remain unaffected by Morell's eloquence 
whereas Candida had said that the women in particular were affected by it. Perhaps 
Shaw ignores this shift because in both instances he has fulfilled his intention of 
ridiculing Morell's vanity as a speechmaker and of indirectly ridiculing himself as 
well. Such self-criticism may also be at the root of another small inconsistency, this 
time of characterization. Very early in the play, long before events have shaken 
Morell's confidence in himself and his complacency as husband and provider, he 
abruptly wilts under Marchbanks's confession of love for Candida and half pleads for 
the younger man to help him: "There are so many things to make us doubt if once we 
let our understanding be troubled. Even at home, we sit as if in camp, encompassed by 
a hostile army of doubts. Will you play the traitor and let them in on me?!! Nothing 
up to that point had at all prepared us for this outburst, and even allowing for the 
oratorical heightening to which the Reverend is addicted, it does seem out of character 
for him to intimate such susceptibility to self-doubt. He sounds suddenly like the 
diffident Eugene, and this momentary lapse in characterization suggests that the 
dividing line was not as firm as Shaw would have liked between that past self 
represented by Marchbanks and the present self represented by Morell. 
Candida Morell, the third member of the triangle, is obviously the most 
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complex figure in the play and the one toward whom our feelings are apt to be the 
most complex, as were Shaw's as well. A beautiful woman, radiating maternal warmth 
and physical desirability, a woman whose poise and competence are softened but not 
weakened by her ready tenderness, Candida evokes in audiences feelings reaching 
back to childhood and forward to the latest ideals of feminine excellence. Because 
these ideals have changed in the decades since Shaw wrote, and the primacy of 
marriage and motherhood and the home has lost much of its traditional sanction, our 
attitude toward Candida will differ somewhat from that of late-Victorians whose very 
security in patriarchal patterns made it possible for them to relish Shaw's exposure of 
the strong man's dependence on the woman he thought he was protecting. That the 
play is less frequently performed today than in the earlier decades of the century, and 
that actresses now find more satisfaction in roles as career women than as heroines of 
the hearth, suggest that judgments of Candida are peculiarly implicated in the 
changing outlook on women's position in society. The "liberated" women may no 
longer find Candida a model and the insecure men no longer admire her domestic 
supremacy. Hence it might be well to emphasize for a moment how emancipated a 
woman she actually is and how firmly she recognizes her own worth. Her mettle is 
best seen in her response to Morell's demand that she choose between him and 
Marchbanks: 
Candida: Oh! I am to choose, am I to suppose it is quite settled that I 
must belong to one or the other. 
Morell [firmly]: Quite. You must choose definitely. 
Marchbanks [anxiously]: Morell: you dont understand. She means 
that she belongs to herself. 
Candida [turning on him]: I mean that, and a good deal more, Master 
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Eugene, as you will both find out presently. And pray, my lords and 
masters, what have you to offer for my choice? (150) 
And though she chooses the weaker of the two men, her husband, she has played his 
foolish game in a way that exposes and punishes his folly. Then, driving the lesson 
home, she explains to Marchbanks that her husband has always unwittingly relied on 
the support of women: 
Ask James's mother and his three sisters what it cost to save James the 
trouble of doing anything but be strong and clever and happy. Ask me 
what it costs to be James's mother and three sisters and wife and 
mother to his children all in one. Ask Prossy and Maria how 
troublesome the house is even when we have no visitors to help us to 
slice the onions. Ask the tradesmen who want to worry James and spoil 
his beautiful sermons who it is that puts them off. When there is 
money to give, he gives it: when there is money to refuse, I refuse it. I 
build a castle of comfort and indulgence and love for him, and stand 
sentinel always to keep little vulgar cares out. I make him master here, 
though he does not know it, and could not tell you a moment ago how 
it came to be so. [With sweet irony] And when he thought I might go 
away with you, his only anxiety was-what should become of me! (147-
48) 
And then she finishes off the lesson by deftly complimenting the loser on his superior 
strength and reminding him that he has been spared an alliance with a woman too old 
for him. Throughout, her mastery of the situation has been unmistakable. 
But she has been guided, we must remember, by good sense and love rather 
than by any obligation to fulfill marital duties or social expectations. Indeed the 
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degree of her freedom from conventions is daringly indicated in an earlier 
conversation with Morell on whether Marchbanks will someday forgive her for not 
teaching him about love: 
Morell:... I dont know what you mean. 
Candida [explaining]: If he learns it from a good woman, then it will 
be all right: he will forgive me. 
Morell: Forgive?... 
Candida [realizing how stupid he is, and a little disappointed, though 
quite tenderly so]: Dont you understand? [He shakes his head. She 
turns to him again, so as to explain with the fondest intimacy]. I mean, 
will he forgive me for not teaching him myself? For abandoning him to 
the bad women for the sake of my goodness, of my purity as you call 
it? Ah, James, how little you understand me, to talk of your confidence 
in my goodness and purity! I would give them both to poor Eugene as 
willingly as I would give my shawl to a beggar dying of cold, if there 
were nothing else to restrain me. Put your trust in my love for you, 
James; for if that went, I should care very little for your sermons: mere 
phrases that you cheat yourself and others with every day. (149) 
This woman clearly follows her own moral code rather than law or custom. She obeys 
not the dictates of an externally imposed ideal of duty but the promptings of her heart, 
which impose their own restraints. She exemplifies the recommendation Shaw had 
given a few years earlier that women should "repudiate duty altogether" in order to 
gain their freedom. Or, as he summed it up a decade later, "[Candida] is straight for 
natural reasons, not for conventional ethical ones." Conventionally she might be con-
sidered "a very immoral female," but in truth her "brains and strength of mind" are her 
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salvation. Motherly wife as she undoubtedly is, Candida is shown to be an 
independent-minded woman as well. 
A "pure" mother in any event is what Candida represents to both Marchbanks 
and Shaw himself. She is made to regard the rival males as mere boys and to comfort 
and pet them as if they were her children. 
Thus it was the wife as mother, whether mothering a Morell or a Marchbanks, 
that the playwright had at the forefront of his mind when creating Candida, and he 
ignores the sexual and procreative aspects of marriage almost entirely. The only time 
his control wavers in the play is when that sexual aspect must be dealt with, when the 
inherent contradiction of a pure virgin mother could not be avoided. This is not to say 
that he completely shies away from sexuality since in an attenuated way it does 
pervade the play, whether in all the talk of Prossy's infatuation with Morell, or in all 
the kissing and touching mentioned earlier. Yet Shaw, like Eugene, seems to grow 
uneasy when Candida's physical appeal becomes too prominent and the male animal 
gives signs of becoming aroused. 
The source of this uneasiness lies within the core of the play, for 
fundamentally the work is not the traditional romantic triangle as such generations of 
critics have assumed it to be but rather the familial triangle of a son, a mother, and a 
father. Incredibly condensing into a single day an archetypal pattern of human devel-
opment that normally takes years, Shaw has Eugene enter the play as all but a child 
and leave it as a man, just turned eighteen, and seemingly freed of his involvement 
with a parental couple. More specifically, the play recapitulates under slight disguise 
the classical Oedipal situation of a boy vying with a man old enough to be his father 
for the possession of a motherly woman. Physically cringing before the older male, 
whose recurrent impulse is to throttle him for his impudence, the boy continually 
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wounds his rival with sharp-edged words and reduces him at the end to a sobbing 
wreck seated in a child's chair. Eugene triumphs over the bigger and stronger Morell, 
emasculates him, and has the joy of hearing Candida confirm that her husband is "the 
weaker of the two." Yet in his encounters with Candida, Eugene is passive and feeble, 
embarrassed to reveal his love for her and remorseful for having humiliated her 
husband: 
Candida [to Eugene]: What have you been saying? 
March banks [appalled]: Nothing. I -
Candida: Eugene! Nothing? 
Marchbanks [piteously]: I mean-I-I'm very sorry, again: indeed I 
wont. I'll let him alone. (130) 
Shaw's creative fantasizing, at its profoundest levels stirred by his own incestuous 
urges, moves the play through all the stages of a typical Oedipal pattern. 
The standard Oedipal fantasy may be said to have three stages at its outset: the 
boy tries to stop the father from possessing the mother, tries to slay him, and then tries 
to replace him. Since the slaying looks back to past resentments and forward to future 
rewards, it has the double purpose of hurting the father and of removing him from the 
scene so that the son can possess the mother exclusively. In the private fantasy 
satisfactions of writing Candida, Shaw has no difficulty with the earlier phases but 
encounters problems as he drives toward the goal of possessing the mother. He has 
Marchbanks at the beginning of the play prevent any lovemaking between Morell and 
Candida though the husband had emphatically wanted to be alone with his wife after 
their three weeks of separation. Morell urges the young man to "take a turn in the park 
and write poetry" for an hour and then return to lunch, but Marchbanks manages to 
avoid going away and immediately starts to ridicule and hurt the older man, accusing 
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him of being afraid to let him see Candida again and of wanting to get rid of him 
"because you daren't let her choose between your ideas and mine." Then when Morell 
finally takes up the poet's challenge and leaves Candida alone with the young man, 
the naked moment of incest has arrived and must at once be clothed. The poet 
nervously delays the announcement of his love by reading poetry aloud for two hours; 
and Candida, seated at the fireside with gathering boredom, drifts off into "a waking 
dream" while "looking intently at the point" of a poker held "upright in her hand." 
The poker, Marchbanks tells her, makes him horribly uneasy. He says it signifies for 
him a sword to ward him off. (What it signifies for her we are not told though 
doubtless Shaw wanted it to serve as a phallic reminder of her absent husband). Once 
the intimidating poker is put down, Marchbanks can declare his feelings to Candida as 
he lies with his arms in her lap: 
Candida: Now say whatever you want to. 
Marchbanks [the eager expression vanishing utterly from his lips and 
nostrils as his eyes light up with pathetic spirituality]: Oh, now I cant 
say anything: all the words I know belong to some attitude or other-all 
except one. 
Candida: What one is that? 
Marchbanks [softly, losing himself in the music of the name]: Can-
dida, Candida, Candida, Candida, Candida. I must say that now, 
because you have put me on my honor and truth; and I never think or 
feel Mrs Morell: it is always Candida. 
Candida: Of course. And what have you to say to Candida? 
Marchbanks: Nothing but to repeat your name a thousand times. 
Dont you feel that every time is a prayer to you? 
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Candida: Doesnt it make you happy to be able to pray? 
Marchbanks: Yes, very happy. 
Candida: Well, that happiness is the answer to your prayer. Do you 
want anything more? 
Marchbanks: No: I have come into heaven, where want is unknown. 
(143) 
But we notice that he has not even begun to express any desire for her physically or, 
more consequentially, to hint in any way that he wants her to live with him. The 
dramatist could easily have delayed Morell's return for at least another line to allow 
Marchbanks to broach these matters, but perhaps Shaw did not do so because the safe 
part of his own fantasizing was now fulfilled and its dangerous part had to be handled 
obliquely. According to Arnold Silver: 
The danger did not lie chiefly in the oncoming confrontation with the 
husband, since Marchbanks handles this with ease, but rather in the 
possibility that Marchbanks may actually win in the competition for 
Candida's love; and for certain psychic reasons Shaw had to ensure 
that the poet rejected Candida before she rejected him. Thus after 
Morell's return and for the first time in the play, the poet is given 
remarks which indicate a surprising reduction in his desire for the 
woman. (106) 
He suddenly exclaims to the distressed husband, when Candida is out of the room, 
that his own love is now entirely selfless and his yearnings are completely fulfilled: 
I am the happiest of men. I desire nothing now but her happiness. [In a 
passion of sentiment] Oh, Morell, let us both give her up. Why should 
she have to choose between a wretched little nervous disease like me, 
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and a pig-headed parson like you? Let us go on a pilgrimage, you to 
the east and I to the west, in search of a worthy lover for her: some 
beautiful archangel with purple wings. (147) 
This moment of renunciation, in which Marchbanks upholds his desexualized image 
of Candida by wishing her beyond the reach of earthly male lovers, has been preceded 
by another of the poet's claims that all he really wants is the pleasure of loving 
Candida platonically. When Morell anxiously asks if she repulsed his advances, 
Eugene replies that "she offered me all I chose to ask for: her shawl, her wings, the 
wreath of stars on her head, the lilies in her hand, the crescent moon beneath her feet." 
All he chose to ask for, in other words, was that she perpetuates for him Titian's Vir-
gin Mother, and he could not allow himself to think of her as a fleshly human woman. 
"I loved her so exquisitely," he tells Morell, "that I wanted nothing more than the 
happiness of being in such love. And before I had time to come down from the 
highest summits, you came in." To descend from the summits, apparently, would be 
to descend to the body and its demands, and to the desires and responsibilities of 
mundane existence. As Morell tells the boy: 
Morell: Man can climb to the highest summits; but he cannot dwell 
there long. 
Marchbanks [springing up]: It's false: there can he dwell forever, and 
there only. It's in the other moments that he can find no rest, no sense 
of the silent glory of life. Where would you have me spend my 
moments, if not on the summits? 
Morell: In the scullery; slicing onions and filling lamps. (149) 
Marchbanks's ethereal sentiments run counter to his supposed desire to marry 
Candida and live an earthbound life with her, "to give her children to protect, to help 
187 
and to work for," as he subsequently asserts. He soon shows a desperate eagerness to 
leave the house even though up to that point he had insisted on staying. He also tries 
to avoid having Candida make a decision even though earlier he had wanted her to do 
so. It is only after she bars him from leaving, and only after Morell insists that she 
makes a choice, that Marchbanks puts in his bid for her. By his statements and his 
actions in Act III, he belies his occasional claims that he still wants Candida for 
himself. And these inconsistencies of his, the most striking, of which we have yet to 
notice, are of a kind that no competent dramatist, building toward the suspense of 
Candida's decision, would have allowed. If it is Candida's play, she needs to have 
both men maintain the pitch of their desire for her until she makes her choice; if it is 
Marchbanks's play then he needs to have his hesitancies and retreats explored. But the 
play cannot successfully move in opposite directions in its last act. Perhaps the fairy 
demon in Marchbanks, so deft in tripping up Morell, had put a hidden wire across 
Shaw's path too and caused him to stumble badly. Or less figuratively put, the tension 
between the demands of the plot and the Oedipal pattern of Marchbanks's love 
probably lay in Shaw himself, in a conflict between the playwright and the man: the 
playwright struggling to meet the dramatic imperatives of his material, and the man 
struggling to vent a buried incestuous fantasy and to complete its painful final stages. 
For of course the penalty for incestuous behavior would be castration, and the 
fear of this is what renders Marchbanks unable to declare a physical passion for the 
motherly woman. Candida's "purity" had to be maintained in his imagination; to 
attempt to violate it would bring down on him a terrible vengeance. Indeed, he refers 
metaphorically to the threat of castration as soon as Morell returns home: 
Morell: Have you anything to tell me? 
Marchbanks: Only that I have been making a fool of myself here in 
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private whilst you have been making a fool of yourself in public. 
Morell: Hardly in the same way; I think. 
Marchbanks [eagerly, scrambling up]: The very, very very same way. 
I have been playing the Good Man. Just like you. When you began 
your heroics about leaving me here with Candida -
Morell [involuntarily]: Candida! 
Marchbanks: Oh yes: Ive got that far. But dont be afraid. Heroics are 
infectious: I caught the disease from you. I swore not to say a word in 
your absence that I would not have said a month ago in your presence. 
Morell: Did you keep your oath? 
Marchbanks [suddenly perching himself on the back of the easy 
chair]: It kept itself somehow until about ten minutes ago. Up to that 
moment I went on desperately reading to her-reading my own poems 
anybody's poems - to start off a conversation. I was standing outside 
the gate of Heaven, and refusing to go in. Oh, you cant think how 
heroic it was, and how uncomfortable! Then-
Morell [steadily controlling his suspense]: Then? 
Marchbanks [prosaically slipping down into a quite ordinary attitude 
on the seat of the chair]: Then she couldnt bear being read to any 
longer. 
Morell: And you approached the gate of Heaven at last? 
Marchbanks: Yes. 
Morell: Well? [Fiercely] Speak, man: have you no feeling for me? 
Marchbanks [softly and musically]: Then she became an angel; and 
there was a flaming sword that turned every way; so that I could not go 
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in; for I saw that that gate was really the gate of Hell. (134) 
The castrating instrument, the castration threat which disables him from going in and 
the infernal torment awaiting him if the incest craving is maintained - these could 
hardly be more economically expressed. And insofar as the poet indicates that he has 
now recoiled from the possibility of a physical relationship with Candida, he renders 
her choice superfluous, though her overwrought husband does not realize this. 
But Marchbanks knows that he has already transgressed, partly in deed by 
having injured the fatherly Morell and partly in imagination by having wanted the 
motherly Candida for himself. For these transgressions he must atone through self-
imposed punishment, as severe as his own serious nature and the serious nature of his 
sins demand, yet bleakly glorious in its very severity. He announces his punishment 
the moment after Candida chooses Morell and says she has served her husband as 
mother, sister, and wife all in one: 
Morell [quite overcome, kneeling beside her chair and embracing her 
with boyish ingenuousness]: It's all true, every word. What I am you 
have made me with the labor of your hands and the love of your heart. 
You are my wife, my mother, my sisters: you are the sum of all loving 
care to me. 
Candida [in his arms, smiling, to Eugene]: Am I your mother and sis-
ters to you, Eugene? 
Marchbanks [rising with a fierce gesture of disgust]: Ah, never. Out, 
then, into the night with me! 
Morell [rising quickly]: You are not going like that, Eugene? 
Marchbanks [with the ring of a man's voice - no longer a boy's - in 
the words]: I know the hour when it strikes. I am impatient to do what 
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must be done. 
Morell [who has also risen]: Candida: dont let him do anything rash. 
Candida [confident, smiling at Eugene]: Oh, there is no fear. He has 
learnt to live without happiness. 
Marchbanks: I no longer desire happiness: life is nobler than that. 
Parson James: I give you my happiness with both hands: I love you 
because you have filled the heart of the woman I loved. Goodbye. 
(151-52) 
The strangeness of Marchbanks's farewell has generally been overlooked. He might 
have been expected to say something else, to say in effect that he is not renouncing 
future happiness that if Candida prefers her snug home there will nevertheless be 
other women willing to share with him the joys of the mountains and the night. 
Obviously Candida herself intends something along these lines when she compliments 
Eugene for having learned to live without happiness, meaning to live if necessary 
without women, in devotion to his high calling but still available for happiness should 
he fall in love with a woman nearer his own age. But Marchbanks is saying something 
more: he is renouncing sexuality itself. 
Shaw himself is not quite ready yet to sacrifice women and happiness, but he 
is in a sense testing it out through Marchbanks, who atones for wanting to possess the 
motherly Candida and to destroy the fatherly Morell by pledging chastity, voluntarily 
emasculating himself in order to ward off the primitive fear of an imposed 
punishment by castration. He offers this sacrifice of his own sexuality, his own 
happiness, to the father, and then finally offers him his love even as he withdraws it 
from Candida, the woman he loved. His only consolations are that now, through re-
nunciation; he may lead a nobler life and fulfill his destiny as a poet. In this reference 
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Arnold Silver in this reference opines that: 
It was artful of Shaw not to dwell on the self-sacrificial masochistic 
ending but rather to bring the incest fantasy to completion implicitly, 
and even to allow Eugene the small triumph of having a secret to take 
with him. But the secret of the play's power to move us lies finally in 
its disguised presentation of that most universal of love triangles, the 
one involving a father and a mother and a child. And this familial 
pattern explains, too, the widely varied estimates of the play's central 
figures, who pluck at buried memories of our own experiences as 
children and as adults. (110) 
These probably were the more important fantasy satisfactions Shaw could derive from 
Candida, and they indicate some of the ways in which his parents' association with 
Lee created for him a complicated variant on the standard Oedipal situation. Yet 
whether or not we allow Shaw these special satisfactions, it is difficult to deny him 
the pains of his Oedipus complex. The sexual desires provoked by the motherly figure 
of Candida, even the dangerous little fantasy of having Candida think of instructing 
the young man in making love, prompted Shaw to exact from Marchbanks the penalty 
of renouncing women altogether, and later exact from himself precisely the same 
penalty. 
None of this accounts in biographical terms, however, for Marchbanks's 
pacifying of Morell at the end of the play and his near declaration of love to him. It 
may be, of course, that Shaw is simply having Marchbanks make amends for all the 
earlier cruelties to Morell. Yet this atoning impulse may also have been reinforced for 
Shaw by three curious facts. He was, to begin with, writing the play at the age of 
thirty-eight, and his father at exactly the same age was partaking of the first year of 
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his marriage to Lucinda. In a psychological sense, Shaw through Marchbanks was 
pitting himself against the husband for the possession of the mother, and not just as he 
may have done as a child in fantasy but now as a fully grown fantasizing man, exactly 
equal to his father in years; this adult recapitulation of the Oedipal conflict would 
encompass guilt and the need to make amends. 
Yet beyond this, the guilt feelings toward the father, and more especially the 
masochistic renunciation of women, cast their shadows on the sunny philosophy that 
Shaw held at the time he wrote Candida. He held that man's natural appetites were 
worthy of cultivation rather than repression; he demanded "respect, interest, affection 
for human nature as it is," a cherishing of the real as over against the ideal; he favored 
the freer expression of human impulses. He denounced restraints imposed in the name 
of traditional morality and duty and self-sacrificing nobility. Yet from the evidence of 
Candida, this was what Shaw wanted to believe rather than what he wholly felt. The 
Reverend Morell may be the weaker of the two men in the play, and yet Morell's 
traditional morality is made to triumph over Marchbanks's ideals of free expression, 
as the poet acts the role of the good man when alone with Candida and then finally 
rejects even human happiness in favor of self-denying nobility. Marchbanks is as it 
were a shy Eros figure converted by the Superego personified in the aptly named 
Morell. And that conversion foreshadows Shaw's own in a few more years from a 
relatively hedonistic to an ascetic outlook. The play thus tells us more about the 
conflicts within Shaw than does his avowed philosophy, and considered in 
conjunction with the other plays of this period it clearly exhibits his mixed feelings 
toward love. Shaw at the end is more on Eugene's side than on Morell's, this may be 
taken to signify the growth of a latent tendency in Shaw toward renunciation of the 
body, with all of the grim pleasures of such a renunciation, including a temporarily 
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lightened anxiety over his attachment to his mother. Marchbanks thought he was 
rejecting the motherly wife when he proudly strode out into the night, and perhaps he 
was, yet Shaw would find that he himself could not so easily turn away from the 
mother. 
The self-identification with Marchbanks is apparent, and however the poet 
may have fared, his creator two years after completing the play did meet the 
enterprising woman who became a new mother to him in a sexless marriage lasting 
forty-five years, a marriage in which Shaw had to accept the small beer of domestic 
comfort and was not even to have "mere happiness" instead of exaltation. Thus 
Candida not only provides the interesting insights within the Freudian perspectives of 
the Identity and Self-Identification but also draws an interesting analogy with Shaw's 
life thereby creating new dimensions to the conflict and interaction of the play. 
194 
Works Cited 
1. Holland, Norman N., The Aesthetics of I on the website 
http://www.normanholland.com visited on 12.10.2001 
2. Silver, Arnold. Bernard Shaw: The Darker Side. Stanford: Stanford University 
Press, 1982. 
3. Shaw, Bernard. Complete Plays of Bernard Shaw. Paul Hamlyn: London, 
1965. 
ctfji<pm<^-vi 
Conclusion 
195 
Chapter - VI 
Conclusion 
The thesis taken up in the preceding chapters provides with sufficient 
arguments based on the survey and analysis of Psychoanalytic Literary theory and its 
application to the plays of Shaw. Defined by the title of the thesis the chapters have 
been substantiated with various references and extracts from the texts in order to 
define the three major components of the title: Literary Theory, Psychoanalytic 
Literary Theory, and Bernard Shaw 
Implications: The preceding thesis validates the point that Literary Theory is 
a rich source that has been and will continue to provide with various multidimensional 
interpretative techniques to study literature. Also, the thesis creates a formidable 
argument in favour of the fact that the study of old writers and the texts in light of the 
new theories and interpretations provides freshness to the literary studies. Another 
very significant argument that has been validated by the thesis is that Bernard Shaw 
needs to be taken up in more holistic manner within the confines of modern 
theoretical analyses as the earlier criticism on Shaw and his works seem to be under 
too great an influence and control of Shaw and hence stand a chance of being not very 
objective. A great playwright like Shaw needs to be studied again as now it has been 
long enough that Shaw last influenced his critics and critiques. The issues and 
arguments thus validated moot the implication of such theses in the favour of 
teaching, learning and research in the literature studies. 
Limitations: The thesis takes up two texts from the huge quantum of the 
Shavian works because the research has its own confines. But no doubt there are 
various other works of Shaw that formidably provide opportunities for similar theses; 
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such works have been mentioned in the discussion in chapter four. 
Suggestions: The researcher strongly wants to bring home the fact that this 
study remains open ended with various unattended insights in the critiques provided 
in the preceding chapters that will hopefully lead to further the studies of similar 
nature. Thus the thesis advocates more and more similar studies to enrich and broaden 
the limits of literary studies. 
At the university level teaching and research such insights to literature hold 
immense significance as the students can be given the idea of the applicative aspect of 
the theory. For the teaching the arguments in the thesis suggest that more and more 
intertextual approaches to literature should be taken up as this enriches the literature 
studies. 
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